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PREFACE 


Tuese lectures are based on a selection from materials used in 
teaching at Liverpool, Glasgow, and Oxford; and I have for 
the most part preserved the lecture form. The point of view 
taken in them is explained in the Introduction. I should, of 
course, wish them to be read in their order, and a knowledge 
of the first two is assumed in the remainder; but readers who 
may prefer to enter at once on the discussion of the several 
plays can do so by beginning at page 70. 

Any one who writes on Shakespeare must owe much to his 
predecessors. Where I was conscious of a particular obliga- 
tion, I have acknowledged it; but most of my reading of 
Shakespearean criticism was done many years ago, and I can 
only hope that I have not often reproduced as my own what 
belongs to another. 

Many of the Notes will be of interest only to scholars, who 
may find, I hope, something new in them. 

T have quoted, as a rule, from the Globe edition, and have 
teferred always to its numeration of acts, scenes, and lines. 


November, 1904. 


NOTE TO SECOND AND SUBSEQUENT 
IMPRESSIONS 


IN these impressions I have confined myself to making some 
formal improvements, correcting indubitable mistakes, and 
indicating here and there my desire to modify or develop at 
some future time statements which seem to me doubtful or 
open to misunderstanding. The changes, where it seemed 


desirable, are shown by the inclusion of sentences in square 
brackets, 
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INTRODUCTION 


IN these lectures I propose to’ consider the four principal 
tragedies of Shakespeare from a single point of view. Nothing 
will be said of Shakespeare’s place in the history either of 
English literature or of the drama in general. No attempt 
will be made to compare him with other writers. I shall leave 
untouched, or merely glanced at, questions regarding his life 
and character, the development of his genius and art, the 
genuineness, sources, texts, inter-relations of his various works. 
Even what may be called, in a restricted sense, the ‘ poetry’ 
of the four tragedies — the beauties of style, diction, versi- 
fication — I shall pass by in silence. Our one object will be 
what, again in a restricted sense, may be called dramatic 
appreciation; to increase our understanding and enjoyment 
of these works as dramas; to learn to apprehend the action 
and some of the personages of each with a somewhat greater 
truth and intensity, so that they may assume in our imaginations 
a shape a little less unlike the shape they wore in the imagina- 
tion of their creator. For this end all those studies that were 
mentioned just now, of literary history and the like, are useful 
and even in various degrees necessary. But an overt pursuit 
of them is not necessary here, nor is any one of them so in- 
dispensable to our object as that close familiarity with the 
plays, that native strength and justice of perception, and that 
habit of reading with an eager mind, which make many an 
unscholarly lover of Shakespeare a far better critic than many 
a Shakespeare scholar. 

Such lovers read a play more or less as if they were actors 
who had to study all the parts. They do not need, of course, to 
imagine whereabouts the persons are to stand, or what ges- 
tures they ought to use; but they want to realise fully and 
exactly the inner movements which produced these words and 
No other, these deeds and no other, at each particular moment. 
This, carried through a drama, is the right way to read the — 
dramatist Shakespeare; and the prime requisite here is there- 
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fore a vivid and intent imagination. But this alone will hardly 
suffice. It is necessary also, especially to a true conception of 
the whole, to compare, to analyse, to dissect. And such readers 
often shrink from this task, which seems to them prosaic or 
even a desecration, They misunderstand, I believe. They 
would not shrink if they remembered two things. In the first 
place, in this process of comparison and analysis, it is not 
requisite, it is on the contrary ruinous, to set imagination aside 
and to substitute some supposed ‘cold reason’; and it is only 
want of practice that makes the concurrent use of analysis and 
of poetic perception difficult or irksome. And, in the second 
place, these dissecting processes, though they are also 
imaginative, are still, and are meant to be, nothing but means 
to anend. When they have finished their work (it can only be 
finished for the time) they give place to the end, which is that 
same imaginative reading or re-creation of the drama from 
which they set out, but a reading now enriched by the products 
of analysis, and therefore far more adequate and enjoyable. 

This, at any rate, is the faith in the strength of which I 
venture, with merely personal misgivings, on the path of 
analytic interpretation. And so, before coming to the first of 
the four tragedies, I propose to discuss some preliminary 
matters which concern them all. Though each is individual 
through and through, they have, in a sense, one and the same 
substance; for in all of them Shakespeare represents the tragic 
aspect of life, the tragic fact. They have, again, up to a certain 


point, a common form or structure, This substance and this 
structure, which would be foun 


example, from Greek tragedies, m. 


reliminary subjects will 
aturally hold good, within certain iig of other aoan of 
Shakespeare beside Hamlet, Othello, King Lear, and Macbeth. 
er works only in part, and 
to some of them more fully than to others. Romeo and Juliet, 
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for instance, is a pure tragedy, but it is an early work, and in 
some respects an immature one. Richard II and Richard I, 
Julius Caesar, Antony and Cleopatra, and Coriolanus are tragic 
histories or historical tragedies, in which Shakespeare acknow- 
ledged in practice a certain obligation to follow his authority, 
even when that authority offered him an undramatic material. 
_ Probably he himself would have met some criticisms to which 
these plays are open by appealing to their historical character, 
and by denying that such works are to be judged by the standard 
of pure tragedy. In any case, most of these plays, perhaps all, 
© show, as a matter of fact, considerable deviations from that 
Standard; and, therefore, what is said of the pure tragedies 
= Must be applied to them with qualifications which I shall 
Often take for granted without mention. There remain Titus 
i Andronicus and Timon of Athens. The former I shall leave out 
-Of account, because, even if Shakespeare wrote the whole of 
lt, he did so before he had either a style of his own or any 
characteristic tragic conception. Timon stands on a different 
Ooting. Parts of it are unquestionably Shakespeare’s, and 
they will be referred to in one of the later lectures. But much 
_ Of the writing is evidently not his, and as it seems probable 
that the conception and construction of the whole tragedy 
should also be attributed to some other writer, I shall omit this 
] Work too from our preliminary discussions. 


LECTURE I 


THE SUBSTANCE OF SHAKESPEAREAN 
fe TRAGEDY 


THe question we are to consider in this lecture may be stated 

in a variety of ways. We may put it thus: What is the substance 

of a Shakespearean tragedy, taken in abstraction both from 

its form and from the differences in point of substance between 

one tragedy and another ? Or thus: What is the nature of the 

tragic aspect of life as represented by Shakespeare ? What is 
i the general fact shown now in this tragedy and now in 
that? And we are putting the same question when we ask: 
What is Shakespeare’s tragic conception, or conception of 
tragedy ? 

These expressions, it should be observed, do not imply 
that Shakespeare himself ever asked or answered such a 
question; that he set himself to reflect on the tragic aspects 
of life, that he framed a tragic conception, and still less that, 
like Aristotle or Corneille, he had a theory of the kind of 
poetry called tragedy. These things are all possible; how far 
any one of them is probable we need not discuss; but none of 
them is presupposed by the question we are going to consider. 
This question implies only that, as a matter of fact, Shake- 
speare in writing tragedy did represent a certain aspect of life 
in a certain way, and that through examination of his writings 
we ought to be able, to some extent, to describe this -aspect 
and way in terms addressed to the understanding. Such a 
description, so far as it is true and adequate, may, after 
these explanations, be called indifferently an account of the 
substance of Shakespearean tragedy, or an account of 
Shakespeare's conception of tragedy or view of the tragic 
act, 


Two further warnings may be required. In the first place, 


We must remember that the tragic aspect of life is only one 
> 1 


E- 


2 Shakespearean Tragedy 


aspect. We cannot arrive at Shakespeare’s whole dramatic 
way of looking at the world from his tragedies alone, as we 
can arrive at Milton’s way of regarding things, or at Words- 
worth’s or at Shelley’s, by examining almost any one of their 
important works. Speaking very broadly, one may say that 
these poets at their best always look at things in one light; 
but Hamlet and Henry IV and Cymbeline reflect things from 
quite distinct positions, and Shakespeare’s whole dramatic 
view is not to be identified with any one of these reflections. 
And, in the second place, I may repeat that in these lectures, 
at any rate for the most part, we are to be content with his 
dramatic view, and are not to ask whether it corresponded 
exactly with his opinions or creed outside his poetry — the 
Opinions or creed of the being whom we sometimes oddly 
call “Shakespeare the man’. It does not seem likely that out- 
side his poetry he was a very simple-minded Catholic or 
Protestant or Atheist, as some have maintained; but we 
cannot be sure, as with those other poets we can, that in his 
works he expressed his deepest and most cherished convictions 
on ultimate questions, or even that he had any. And in his 
dramatic conceptions there is enough to occupy us. 


1 iS 
_in approaching our subject it will be best, without attempt- 
ing to shorten the path by referring to famous theories of 
the drama, to start directly from the facts, and to collect 
from them gradually an idea of Shakespearean Tragedy. And 
first, to begin from the outside, such a tragedy brings before 
us a considerable number of persons (many more than the 
persons in a Greek play, unless the members of the Chorus 
are reckoned among them); but it is pre-eminently the story 
of one person, the “hero’,} or at most of two, the ‘hero’ and 
‘heroine’. Moreover, it is only in the love-tragedies, Romeo 


and Juliet and Antony and Cleopatra, that the heroine is as 
much the centre of the action as the hero. The rest, including 


1 Julius Caesar is not an exception to this rule. Caesar, whose murder 


comes in the Third Act, is in a sense the dominating figure in the story, 
but Brutus is the ‘hero’, Za 
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Macbeth, are single stars. So that, having noticed the peculi- 
arity of these two dramas, we may henceforth, for the sake of 
brevity, ignore it, and may speak of the tragic story as being 
concerned primarily with one person. 

The story, next, leads up to, and includes, the death of the 
hero. On the one hand (whatever may be true of tragedy 
elsewhere) no play at the end of which the hero remains alive 
is, in the full Shakespearean sense, a tragedy; and we no 
longer class Troilus and Cressida or Cymbeline as such, as did 
the editors of the Folio. On the other hand, the story depicts 
also the troubled part of the hero’s life which precedes and 
leads up to his death; and an instantaneous death occurring 
by ‘accident’ in the midst of prosperity would not suffice 
for it. It is, in fact, essentially a tale of suffering and calamity 
conducting to death. 

The suffering and calamity are, moreover, exceptional. They 
befall a conspicuous person. They are themselves of some 
striking kind. They are also, as a rule, unexpected, and con- 
trasted with previous happiness or glory. A tale, for example, 
of a man slowly worn to death by disease, poverty, little cares, 
sordid vices, petty persecutions, however piteous or dreadful 
it might be, would not be tragic in the Shakespearean sense. 

Such exceptional suffering and calamity, then, affecting the 
hero, and — we must now add — generally extene ing far and 
wide beyond him, so as to make the whole scene a scene of 
woe, are an essential ingredient in tragedy, and a chief source 
of the tragic emotions, and especially of pity. But the pro- 
portions of this ingredient, and the direction taken by tragic 
pity, will naturally vary greatly. Pity, for example, has a much 
larger part in King Lear than in Macbeth, and is directed in 
the one case chiefly to the hero, in the other chiefly to minor 
characters. 

Let us now pause for a moment on the ideas we have so far 
reached. They would more than suffice to describe the whole 
tragic fact as it presented itself to the mediaeval mind. To the 
mediaeval mind a tragedy meant a narrative rather than a 
play, and its notion of the matter of this narrative may 
readily be gathered from Dante or, still better, from Chaucer. 
Chaucer’s Monk’s Tale is a series of what he calls ‘tragedies’ ; 


cerned always with persons of ‘high degree’; often with kings 
_ OF princes; if not, with leaders in the state like Coriolanus, — 


i 
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and this means in fact a series of tales de Casibus Illustrium i 
Virorum — stories of the Falls of Illustrious Men, such as 
Lucifer, Adam, Hercules and Nebuchadnezzar. And the 
Monk ends the tale of Croesus thus: 


Anhanged was Cresus, the proudé kyng; | 
His roial troné myghte hym nat availle, 

Tragédie is noon oother maner thyng, 
Ne kan in syngyng crié ne biwaille y 
But for that Fortune alwey wole assaile l 
With unwar strook the regnès that been proude; ; 
For whan men trusteth hire, thanne wol she faille, | 
And covere hire brighte facè with a clowde. 


A total reverse of fortune, coming unawares upon a man who, 
“stood in high degree’, happy and apparently secure, — such r 
was the tragic fact to the mediaeval mind. It appealed strongly 
to common human sympathy and pity; it startled also another 
feeling, that of fear, It frightened men and awed them. It 
made them feel that man is blind and helpless, the plaything 
of an inscrutable power, called by the name of Fortune of 
some other name, — a power which appears to smile on him 
ine little, and then on a sudden strikes him down in his l 
pride. p 
_ Shakespeare’s idea of the tragic fact is larger than this 
idea and goes beyond it; but it includes it, and it is wort 
while to observe the identity of the two in a certain point 
which is often ignored, Tragedy with Shakespeare is con- 


Brutus, Antony; at the least, as in Romeo and Juliet, with — 


members of great houses, whose quarrels are of public moment. 
There is a decided difference here between Othello and OUT 
three other tragedies, but it is not a difference of kind. Othello ! 
himself is no mere private person; he is the General of thers 
Republic. At the beginning we see him in the Council-Cham- 
ber of the Senate. The consciousness of his high position 

never leaves him. At the end, when he is determined to live 
no longer, he is as anxious as Hamlet not to be misjudged ÞY 
the great world, and his last speech begins, f 
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Soft you; a word or two before you go. 
I have done the state some service, and they know it. 


And this characteristic of Shakespeare’s tragedies, though 
not the most vital, is neither external nor unimportant. The 
Saying that every death-bed is the scene of the fifth act of a 
tragedy has its meaning, but it would not be true if the word 
‘tragedy’ bore its dramatic sense. The pangs of despised love 


- and the anguish of remorse, we say, are the same in a peasant 


and a prince; but, not to insist that they cannot be so when | 
the prince is really a prince, the story of the prince, the triumvir, 
or the general, has a greatness and dignity of its own. His fate 
affects the welfare of a whole nation or empire; and when he 
falls suddenly from the height of earthly greatness to the dust, 

s fall produces a sense of contrast, of the powerlessness of 
man, and of the omnipotence — perhaps the caprice — of 
ortine or Fate, which no tale of private life can possibly 
rival. 

Such feelings are constantly evoked by Shakespeare’s 
tragedies, — again in varying degrees. Perhaps they are the 
very strongest of the emotions awakened by the early tragedy 
of Richard II, where they receive a concentrated expression in 
Richard’s famous speech about the antic Death, who sits in 
the hollow crown 


That rounds the mortal temples of a king, 


grinning at his pomp, watching till his vanity and his fancied 
Security have wholly encased him round, and then coming 
and boring with a little pin through his castle wall. And these 
feelings, though their predominance is subdued in the mighti- 
est tragedies, remain powerful there. In the figure of the mad- 
dened Lear we see f 


1 Timon of Athens, we have seen, was probably not designed by Shakes- 
Peare, but hen Timon is no exception to the rule. The sub-plot i oe 
cerned with Alcibiades and his army, and Timon himself is irene y be 

nate as a man of great importance. Arden of Feversham and az E 
Shire Tragedy would certainly be exceptions to the rule; but tess ie 
at neither of them is Shakespeare’s; and if either is, it bolong aS 
erent species from his admitted tragedies. See, on this species, Sy ; 
akspere’s Predecessors, ch. xi. 


6 Shakespearean Tragedy 


A sight most pitiful in the meanest wretch, 
Past speaking of in a king; 


and if we would realise the truth in this matter we cannot do 
better than compare with the effect of King Lear the effect, of 
Tourgénief’s parallel and remarkable tale of peasant life, 
A King Lear of the Steppes. 


2 


A Shakespearean tragedy as so far considered may be 
called a story of exceptional calamity leading to the death of 
a man in high estate. But it is clearly much more than this, 
and we have now to regard it from another side. No amount 
of calamity which merely befell a man, descending from the 
clouds like lightning, or stealing from the darkness like pes- 
tilence, could alone provide the substance of its story. Job 
was the greatest of all the children of the east, and his afflictions 
were well-nigh more than he could bear; but even if we 
imagined them wearing him to death, that would not make his 
story tragic. Nor yet would it become so, in the Shake- 
spearean sense, if the fire, and the great wind from the wilder- 
ness, and the torments of his flesh were conceived as sent by 
a supernatural power, whether just or malignant. The calam- 
ities of tragedy do not simply happen, nor are they sent; they 
proceed mainly from actions, and those the actions of men. 

We see a number of human beings placed in certain Cif- 
cumstances ; and we see, arising from the co-operation of their 
characters in these circumstances, certain actions. These actions 
beget others, and these others beget others again, until this 
series of inter-connected deeds leads by an apparently inevit- 
able sequence to a catastrophe. The effect of such a series 00 
Imagination is to make us regard the sufferings which accom- 
pany it, and the catastrophe in which it ends, not only oF 
chiefly as something which happens to the persons concerned, 
but equally as something which is caused by them. This at least 
may be said of the principal persons, and, among them, © 
the hero, who always contributes in some measure to the 
disaster in which he perishes, 


This second aspect of tragedy evidently differs greatly from 
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the first. Men, from this point of view, appear to us primarily 
as agents, ‘themselves the authors of their proper woe’; and 
our fear and pity, though they will not cease or diminish, will 
be modified accordingly. We are now to consider this second 
aspect, remembering that it too is only one aspect, and ad- 
ditional to the first, not a substitute for it. 

The ‘story’ or ‘action’ of a Shakespearean tragedy does 
not consist, of course, solely of human actions or deeds; but 
the deeds are the predominant factor. And these deeds are, 
for the most part, actions in the full sense of the word; not 
things done ‘’tween asleep and wake’, but acts or omissions 
thoroughly expressive of the doer, — characteristic deeds, 
The centre of the tragedy, therefore, may be said with equal 
truth to lie in action issuing from character, or in character 
issuing in action. 

Shakespeare’s main interest lay here. To say that it lay in 
mere character, or was a psychological interest, would be a 
great mistake, for he was dramatic to the tips of his fingers. 
It is possible to find places where he has given a certain in- 
dulgence to his love of poetry, and even to his turn for general 
reflections; but it would be very difficult, and in his later 
tragedies perhaps impossible, to detect passages where he has 
allowed such freedom to the interest in character apart from 
action. But for the opposite extreme, for the abstraction of 
mere ‘plot’ (which is a very different thing from the tragic 
‘action’), for the kind of interest which predominates in a 
novel like The Woman in White, it is clear that he cared even 
less, I do not mean that this interest is absent from his dramas ; 
but it is subordinate to others, and is so interwoven with them 
that we are rarely conscious of it apart, and rarely feel in’any 
great strength the half-intellectual, half-nervous excitement of 
following an ingenious complication. What we do feel strongly, 
as a tragedy advances to its close, is that the calamities and 

_ catastrophe follow inevitably from the deeds of men, and that 
the main source of these deeds is character. The dictum that, 
with Shakespeare, ‘character is destiny’ is no doubt an exag- 
geration, and one that may mislead (for many of his tragic 
personages, if they had not met with peculiar circumstances, 
Would haye escaped a tragic end, and might even have lived 


Ye 
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fairly untroubled lives); but it is the exaggeration of a vital 
truth. 

This truth, with some of its qualifications, will appear more 
clearly if we now go on to ask what elements are to be found 
in the ‘story’ or ‘action’, occasionally or frequently, beside 
the characteristic deeds, and the sufferings and circumstances, 
of the persons. I will refer to three of these additional factors. 

(a) Shakespeare, occasionally and for reasons which need 
not be discussed here, represents abnormal conditions of mind; 
insanity, for example, somnambulism, hallucinations. And 
deeds issuing from these are certainly not what we called 
deeds in the fullest sense, deeds expressive of character. No; 
but these abnormal conditions are never introduced as the 
origin of deeds of any dramatic moment. Lady Macbeth’s 
sleep-walking has no influence whatever on the events that 
follow it. Macbeth did not murder Duncan because he saw a 
dagger in the air: he saw the dagger because he was about to 
murder Duncan. Lear’s insanity is not the cause of a tragic 
conflict any more than Ophelia’s; it is, like Ophelia’s, the 
result of a conflict; and in both cases the effect is mainly 
pathetic. If Lear were really mad when he divided his king- 

‘dom, if Hamlet were really mad at any time in the story, they 
would cease to be tragic characters, 

(b) Shakespeare also introduces the supernatural into some 
of his tragedies; he introduces ghosts, and witches who have 
supernatural knowledge. This supernatural element certainly 
cannot in most cases, if in any, be explained away as an illusion 
in the mind of one of the characters. And further, it does 
contribute to the action, and is in more than one instance an 
indispensable part of it: so that to describe human character, 
with circumstances, as always the sole motive force in this 
action would be a serious error. But the supernatural is always 
placed in the closest relation with character. It gives a COn- 
firmation and a distinct form to inward movements already 
present and exerting an influence; to the sense of failure in 
Brutus, to the stifled workings of conscience in Richard, to 
the half-formed thought or the horrified memory of guilt 10 
Macbeth, to suspicion in Hamlet. Moreover, its influence 15 
never of a compulsive kind. It forms no more than an element, 


¥ 
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however important, in the problem which the hero has to 
face; and we are never allowed to feel that it has removed his 
capacity or responsibility for dealing with this problem. So 
far indeed are we from feeling this, that many readers run to 
the opposite extreme, and openly or privately regard the super- 
patural as having nothing to do with the real interest of the 
play. 

_ (c) Shakespeare, lastly, in most of his tragedies allows to 
‘chance’ or ‘accident’ an appreciable influence at some point 
in the action. Chance or accident here will be found, I think, 
to mean any occurrence (not supernatural, of course) which 
enters the dramatic sequence neither from the agency of a 
character, nor from the obvious surrounding circumstances.+ 
It may be called an accident, in this sense, that Romeo never 
got the Friar’s message about the potion, and that Juliet did 
not awake from her long sleep a minute sooner; an accident 
that Edgar arrived at the prison just too late to save Cordelia’s 
life; an accident that Desdemona dropped her handkerchief 
at the most fatal of moments; an accident that the pirate ship 
attacked Hamlet’s ship, so that he was able to return forthwith 
to Denmark. Now this operation of accident is a fact, and a 
Prominent fact, of human life. To exclude it wholly from 
tragedy, therefore, would be, we may say, to fail in truth, 
And, besides, it is not merely a fact. That men may start a 
course of events but can neither calculate nor control it, is a 


May be put. Shakespeare accordingly admits it. On the 
other hand, any large admission of chance into the tragic 


trophe. And Shakespeare really use . We 
seldom find ourselves exclaiming, ‘ gident!” 
I believe most readers would pa uly for 


fudted An ‘accident’, if, iter 
charagter hadrot beenjindiga ed; 
ÈB thet tle world to ie 


itin. The tricks played y Gha 
igaction, £ ieza” ae ; 
<P 


1 Eyen a deed would, I think, be 
deed of a very minor person whose 
because such a deed would not issyp 
dramatist had confined our attention 

2 Comedy stands in a different pop 
often form a principal part of the co. 


= 
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instances. It is, further, frequently easy to see the dramatic 
intention of an accident; and some things which look like 
accidents have really a connection with character, and are 
therefore not in the full sense accidents. Finally, I believe it 
will be found that almost all the prominent accidents occur 
when the action is well advanced and the impression of the 
causal sequence is too firmly fixed to be impaired. ae 

Thus it appears that these three elements in the ‘action 
are subordinate, while the dominant factor consists in deeds 
which issue from’ character. So that, by way of summary, 
we may now alter our first statement, ‘A tragedy is a story of 
exceptional calamity leading to the death of a man in high 
estate’, and we may say instead (what in its turn is one-sided, 
though less so), that the story is one of human actions pro- 
ducing exceptional calamity and ending in the death of such 
aman. 


Before we leave the ‘action’, however, there is another 
question that may usefully be asked. Can we define this 
‘action’ further by describing it as a conflict ? f, 

The frequent use of this idea in discussions on tragedy is 
ultimately due, I suppose, to the influence of Hegel’s theory 
on the subject, certainly the most important theory since 
Aristotle’s, But Hegel’s view of the tragic conflict is not only 
unfamiliar to English readers and difficult to expound shortly, 
but it had its origin in reflections on Greek tragedy and, as 
Hegel was well aware, applies only imperfectly to the works 
of Shakespeare.® I shall, therefore, confine myself to the idea 
of conflict in its more general form. In this form it is obviously 
Suitable to Shakespearean tragedy; but it is vague, and I will 
try to make it more precise by putting the question, Who are 
the combatants in this conflict ? DE. 

Not seldom the conflict may quite naturally be conceived 
as lying between two persons, of whom the hero is one; OT; 
more fully, as lying between two parties or groups, in one of 


_, Tt may be observed that the influence of the three elements just con- 
sidered is to strengthen the tendency, produced by the sufferings con- 
sidered first, to regard the tragic persons as passive rather than as agents. 

* Anaccount of Hegel’s view may be found in Oxford Lectures on Poetry. 
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which the hero is the leading figure. Or if we prefer to speak 
(as we may quite well do if we know what we are about) of the 
passions, tendencies, ideas, principles, forces, which animate 
these persons or groups, we may say that two of such passions 
or ideas, regarded as animating two persons or groups, are 
the combatants. The love of Romeo and Juliet is in conflict 
with the hatred of their houses, represented by various other 
characters. The cause of Brutus and Cassius struggles with 
that of Julius, Octavius and Antony. In Richard II the King 
stands on one side, Bolingbroke and his party on the other. 
In Macbeth the hero and heroine are opposed to the representa- 
tives of Duncan. In all these cases the great majority of the 
dramatis persone fall without difficulty into antagonistic 
groups, and the conflict between these groups ends with the 
defeat of the hero. 

Yet one cannot help feeling that in at least one of these cases, 
Macbeth, there is something a little external in this way of 
looking at the action. And when we come to some other plays 
this feeling increases. No doubt most of the characters in 
Hamlet, King Lear, Othello, or Antony and C; leopatra can be 
arranged in opposed groups ;! and no doubt there is a conflict ; 
and yet it seems misleading to describe this conflict as one 
between these groups. It cannot be simply this. For though 
Hamlet and the King are mortal foes, yet that which engrosses 
our interest and dwells in our memory at least as much as 
the conflict between them, is the conflict within one of them. 
And so it is, though not in the same degree, with Antony and 
Cleopatra and even with Othello; and, in fact, in a certain 
Measure, it is so with nearly all the tragedies. There is an 
outward conflict of persons and groups, there is also a con- 
flict of forces in the hero’s soul; and even in Julius Caesar 


1 The reader, however, will find considerable difficulty in placing some 
very important characters in these and other plays. I will give only two 
or three illustrations. Edgar is clearly not on the same side as Edmund, 
and yet it seems awkward to range him on Gloster’s side when Gloster 
wishes to put him to death. Ophelia is in love with Hamlet, but how can 
she be said to be of Hamlet’s party against the King and Polonius, or of 
their party against Hamlet? Desdemona worships Othello, yet it sounds 
Odd to say that Othello is on the same side with a person whom he insults, 
Strikes and murders. 
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and Macbeth the interest of the former can hardly be said to 
exceed that of the latter. 

The truth is, that the type of tragedy in which the hero 
opposes to a hostile force an undivided soul, is not the Shake- 
spearean type. The souls of those who contend with the hero 
may be thus undivided; they generally are; but, as a rule, the 
hero, though he pursues his fated way, is, at least at some 
point in the action, and sometimes at many, torn by an inward 
struggle; and it is frequently at such points that Shakespeare 
shows his most extraordinary power. If further we compare 
the earlier tragedies with the later, we find that it is in the latter, 
the; maturest works, that this inward struggle is most em- 
phasised. In the last of them, Coriolanus, its interest completely 
eclipses towards the close of the play that of the outward 
conflict. Romeo and Juliet, Richard III, Richard II, where the 
hero contends with an outward force, but comparatively little 
with himself, are all early plays. , 

If we are to include the outer and the inner struggle in a 
conception more definite than that of conflict in general, we 
must employ some such phrase as ‘spiritual force’. This wil 
mean whatever forces act in the human spirit, whether goo? 
or evil, whether personal passion or impersonal principle; 
doubts, desires, scruples, ideas — whatever can animate, shake, 
possess, and drive a man’s soul. In a Shakespearean tragedy 
some such forces are shown in conflict. They are shown 
acting in men and generating strife between them. They are 
also shown, less universally, but quite as characteristically, 
generating disturbance and even conflict in the soul of the 
hero. Treasonous ambition in Macbeth collides with loyalty 
and patriotism in Macduff and Malcolm: here is the outwar 
conflict. But these powers or principles equally collide in the 
soul of Macbeth himself: here is the inner. And neither 
itself could make the tragedy. > 

*I have given names to the ‘spiri > in Macbeth merely tO 
illustrate the idea, and without EEANN EN: Perhapi 
in view of some interpretation of Shakespeare’s plays, it will be as r E 
to add that I do not dream of suggesting that in any of his dramas Sha! r- 
Speare imagined two abstract principles or passions conflicting, and ingot 
porated them in persons; or that there is any necessity for a reader 
define for himself the particular forces which conflict in a given case- 
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We shall see later the importance of this idea. Here we 
need only observe that the notion of tragedy as a conflict 
emphasises the fact that action is the centre of the story, while 
the concentration of interest, in the greater plays, on the in- 
ward struggle emphasises the fact that this action is essentially 
the expression of character. 


3 


_ Let us now turn from the ‘action’ to the central figure in 
it; and, ignoring the characteristics which distinguish the heroes 
from one another, let us ask whether they have any common 
qualities which appear to be essential to the tragic effect. 
One they certainly have. They are exceptional beings. We 
have seen already that the hero, with Shakespeare, is a person 
of high degree or of public importance, and that his actions 
or sufferings are of an unusual kind. But this is not all. 
His nature also is exceptional, and generally raises him in 
Some respect much above the average level of humanity. This 
does not mean that he is an eccentric or a paragon. Shake- 
Speare never drew monstrosities of virtue; some of his heroes 
are far from being ‘good’; and if he drew eccentrics he gave 
them a subordinate position in the plot. His tragic characters 
are made of the stuff we find within ourselves and within the 
Persons who surround them. But, by an intensification of the 
fe which they share with others, they are raised above them; 
and the greatest are raised so far that, if we fully realise all 
that is implied in their words and actions, we become conscious 
that in real life we have known scarcely any one resembling 
nem, Some, like Hamlet and Cleopatra, have genius. pines 
like Othello, Lear, Macbeth, Coriolanus, are built on the 
8tand scale; and desire, passion, or will attains 1n them a 
terrible force. In almost all we observe a marked one-sided- 
Ness, a predisposition in some particular direction; @ pr, 
incapacity, in certain circumstances, of resisting the force ynie 
aws in this direction; a fatal tendency to identify the who e 
eing with one interest, object, passion, OT habit of min ; 
is, it would seem, is, for Shakespeare, the fondamente 
Tagic trait. It is present in his early heroes, Romeo an 


‘ 
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Richard II, infatuated men, who otherwise rise comparatively 
little above the ordinary level. It is a fatal gift, but it carries 
with it a touch of greatness; and when there is joined to it 
nobility of mind, or genius, or immense force, we realise 
the full power and reach of the soul, and the conflict in which 
it engages acquires that magnitude which stirs not only sym- 
pathy and pity, but admiration, terror, and awe. 

The easiest way to bring home to oneself the nature of the 
tragic character is to compare it with a character of another 
kind. Dramas like Cymbeline and the Winter’s Tale, which 
might seem destined to end tragically, but actually end other- 
wise, owe their happy ending largely to the fact that the 
principal characters fail to reach tragic dimensions. And, 
conversely, if these persons were put in the place of the tragic 
heroes, the dramas in which they appeared would cease to be 
tragedies. Posthumus would never have acted as Othello did; 
Othello, on his side, would have met Iachimo’s challenge with 
something more than words. If, like Posthumus, he had re- 
mained convinced of his wife’s infidelity, he would not have 
repented her execution; if, like Leontes, he had come to be- 
lieve that by an unjust accusation he had caused her death, 
he would never have lived on, like Leontes. In the same way 
the villain Iachimo has no touch of tragic greatness. But Iago 
comes nearer to it, and if Iago had slandered Imogen and had 
supposed his slanders to have led to her death, he certainly 
would not have turned melancholy and wished to die. One 
Teason why the end of the Merchant of Venice fails to satisfy 
us is that Shylock is a tragic character, and that we cannot 
believe in his accepting his defeat and the conditions impose 


On him. This was a case where Shakespeare’s imagination ran 


away with him, so that he drew a figure with which the destine 

pleasant ending would not harmonise, j ‘ 
In the circumstances where we see the hero placed, his tragic 
trait, which is also his greatness, is fatal to him. To meet 
these circumstances something is required which a smaller 
man might have given, but which the hero cannot give. He 
errs, by action or omission ; and his error, joining with other 
causes, brings on himruin. This is always so with Shakespeare. 

we have seen, the idea of the tragic hero as a being destroye 


` 
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simply and solely by external forces is quite alien to him; and 
not less so is the idea of the hero as contributing to his des- 
truction only by acts in which we see no flaw. But the fatal 
imperfection or error, which is never absent, is of different 
Kinds and degrees. At one extreme stands the excess and pre- 
cipitancy of Romeo, which scarcely, if at all, diminish our 
Tegard for him; at the other the murderous ambition of 
Richard II. In most cases the tragic error involves no con- 
scious breach of right; in some (e.g. that of Brutus or Othello) 
it is accompanied by a full conviction of right. In Hamlet 
there is a painful consciousness that duty is being neglected ; 
in Antony a clear knowledge that the worse of two courses is 
being pursued; but Richard and Macbeth are the only heroes 
who do what they themselves recognise to be villainous. It is 
important to observe that Shakespeare does admit such 
heroes,! and also that he appears to feel, and exerts himself 
to meet, the difficulty that arises from their admission. The 
difficulty is that the spectator must desire their defeat and even 
their destruction; and yet this desire, and the satisfaction of 
it, are not tragic feelings. Shakespeare gives to Richard there- 
fore a power which excites astonishment, and a courage which 
extorts admiration. He gives to Macbeth a similar, though less 
extraordinary, greatness, and adds to it a conscience so terrify- 
ing in its warnings and so maddening in its reproaches that the 
spectacle of inward torment compels a horrified sympathy and 
awe which balance, at the least, the desire for the hero’s ruin. 

The tragic hero with Shakespeare, then, need not be ‘good’, 
though generally he is ‘good’ and therefore at once wins 
sympathy in his error. But it is necessary that he should have 
80 much of greatness that in his error and fall we may be 
vividly conscious of the possibilities of human nature.? Hence, 
in the first place, a Shakespearean tragedy is never, like some 
miscalled tragedies, depressing. No one ever closes the book 
with the feeling that man is a poor mean creature. He may 
be wretched and he may be awful, but he is not small. His 


1 Aristotle apparently would exclude them. 
3 Richard II is perhaps an exception, and I must confess that to me he 
is scarcely a tragic character, and that, if he is nevertheless a tragic figure, 
e is so only because his fall from prosperity to adversity is so great. 
= 
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lot may be heart-rending and mysterious, but it is not con- 
temptible. The most confirmed of cynics ceases to be a cynic 
while he reads these plays. And with this greatness of the 
tragic hero (which is not always confined to him) is connected, 
secondly, what I venture to describe as the centre of the tragic 
impression. This central feeling is the impression of waste. 
With Shakespeare, at any rate, the pity and fear which are 
stirred by the tragic story seem to unite with, and even to 
merge in, a profound sense. of sadness and mystery, which is 
due to this impression of waste. ‘What a piece of work 18 
man’, we cry; ‘so much more beautiful and so much more 
terrible than we knew! Why should he be so if this beauty 
and greatness only tortures itself and throws itself away?’ 
We seem to have before us a type of the mystery of the whole 


world, the tragic fact which extends far beyond the limits of 


tragedy. Everywhere, from the crushed rocks beneath our 
feet to the soul of man, we see power, intelligence, life and 
glory, which astound us and seem to call for our worship. 
And everywhere we see them perishing, devouring one another 
and destroying themselves, often with dreadful pain, as thoug 

they came into being for no other end. Tragedy is the typical 
form of this mystery, because that greatness of soul which it 
exhibits oppressed, conflicting and destroyed, is the highest 
existence in our view. It forces the mystery upon us, and it 
makes us realise so vividly the worth of that which is wasted 


that we cannot possibly seek comfort in the reflection that all 
1s vanity. 


4 


In this tragic world, then, where individuals, however great 
they may be and however decisive their actions may apPe2*; 
are so evidently not the ultimate power, what is this power 
What account can we give of it which will correspond with the 


imaginative impressions we receive? This will be our fina 
question. 


The variety of the answers given to this question shows 


how difficult it is. And the difficulty has many sources. Most 
People, even among those who know Shakespeare well and 
come into real contact with his mind, are inclined to isolate 
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and exaggerate some one aspect of the tragic fact. Some are 
so much influenced by their own habitual beliefs that they 
import them more or less into their interpretation of every 
author who is ‘sympathetic’ to them. And even where neither 
of these causes of error appears to operate, another is present 
from which it is probably impossible wholly to escape. What 
I mean is this. Any answer we give to the question proposed 
ought to correspond with, or to represent in terms of the 
understanding, our imaginative and emotional experience in 
reading the tragedies. We have, of course, to do our best 
by study and effort to make this experience true to Shakespeare; 
but, that done to the best of our ability, the experience is the 
matter to be interpreted, and the test by which the interpre- 
tation must be tried. But it is extremely hard to make out 
exactly what this experience is, because, in the very effort 
to make it out, our reflecting mind, full of everyday ideas, is 
always tending to transform it by the application of these 
ideas, and so to elicit a result which, instead of representing 
the fact, conventionalises it. And the consequence is not only 
mistaken theories; it is that many a man will declare that he 
feels in reading a tragedy what he never really felt, while he 
fails to recognize what he actually did feel. It is not likely that 
we shall escape all these dangers in our effort to find an answer 
to the question regarding the tragic world and the ultimate 
Power in it. 

It will be agreed, however, first, that this question must not 
be answered in ‘religious’ language. For although this or 
that dramatis persona may speak of gods or of God, of evil 
spirits or of Satan, of heaven and of hell, and although the — 
Poet may show us ghosts from another world, these ideas do 
not materially influence his representation of life, nor are 
they used to throw light on the mystery of its tragedy. The 
Elizabethan drama was almost wholly secular; and while 
Shakespeare was writing he practically confined his view to 
the world of non-theological observation and thought, so 
that he represents it substantially in one and the same way 
whether the period of the story is pre-Christian or Christian.* 

* I say substantially ; but the concluding remarks on Hamlet will modify 
a little the statements above. 
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He looked at this ‘secular’ world most intently and seriously ; 
and he painted it, we cannot but conclude, with entire fidelity, 
without the wish to enforce an opinion of his own, and, in 
essentials, without regard to anyone’s hopes, fears, or beliefs. 
His greatness is largely due to this fidelity in a mind of extra- 
ordinary power; and if, as a private person, he had a religious 
faith, his tragic view can hardly have been in contradiction 
with this faith, but must have been included in it, and supple- 
mented, not abolished, by additional ideas. 

Two statements, next, may at once be made regarding the 
tragic fact as he represents it: one, that it is and remains to us 
something piteous, fearful and mysterious; the other, that the 
representation of it does not leave us crushed, rebellious Or 
desperate. These statements will be accepted, I believe, by 
any reader who is in touch with Shakespeare’s mind and can 
observe his own. Indeed such a reader is rather likely to 
complain that they are painfully obvious. But if they are true 
as well as obvious, something follows from them in regard to 
our present question. x 

From the first it follows that the ultimate power in the tragic 
world is not adequately described as a law or order which we 
can see to be just and benevolent, — as, in that sense, a ‘moral 
order’: for in that case the spectacle of suffering and waste 
could not seem to us so fearful and mysterious as it does. 
And from the second it follows that this ultimate power 1S 
not adequately described as a fate, whether malicious and cruel, 
or blind and indifferent to human happiness and goodness: 
for in that case the spectacle would leave us desperate OF 
rebellious. Yet one or other of these two ideas will be found 
to govern most accounts of Shakespeare’s tragic view or worl . 
These accounts isolate and exaggerate single aspects, either 
the aspect of action or that of suffering; either the close an 
unbroken connection of character, will, deed and catastrophe, 
which, taken alone, shows the individual simply as sinning 
against, or failing to conform to, the moral order and drawing 
his just doom on his own head; or else that pressure of out- 

_ ward forces, that Sway of accident, and those blind and 
agonised struggles, which, taken alone, show him as the mere 


victim of some power which cares neither for his sins nor for 
bs 
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his pain. Such views contradict one another, and no third 
view can unite them; but the several aspects from whose 
isolation and exaggeration they spring are both present in 
the fact, and a view which would be true to the fact and to the 
whole of our imaginative experience must in some way com- 
bine these aspects. 

Let us begin, then, with the idea of fatality and glance at 
some of the impressions which give rise to it, without asking 
at present whether this idea is their natural or fitting expression. 
There can be no doubt that they do arise and that they ought 
to arise. If we do not feel at times that the hero is, in some 
sense, a doomed man; that he and others drift. struggling to 
destruction like helpless creatures borne on an irresistible flood 
towards a cataract; that, faulty as they may be, their fault is 
far from being the sole or sufficient cause of all they suffer; 
and that the power from which they cannot escape is relent- 
less and immovable, we have failed to receive an essential 
Part of the full tragic effect. 

The sources of these impressions are various, and I will 
tefer only to a few. One of them is put into words by Shake- 
speare himself when he makes the player-king in Hamlet say: 


Our thoughts are ours, their ends none of our own; 


‘their ends’ are the issues or outcomes of our thoughts, and 
these, says the speaker, are not our own. The tragic world is a 
world of action, and action is the translation of thought into 
reality. We see men and women confidently attempting it. 
They strike into the existing order of things in pursuance of 
their ideas. But what they achieve is not what they intended; 
it is terribly unlike it. They understand nothing, we say to 
ourselves, of the world on which they operate. They fight 
blindly in the dark, and the power that works through them 
makes them the instrument of a design which is not theirs. 
They act freely, and yet their action binds them hand and foot. 
And it makes no difference whether they meant well or ill. 
No one could mean better than Brutus, but he contrives misery 
for his country and death for himself. No one could mean 
worse than Iago, and he too is caught in the web he spins for 


others. Hamlet, recoiling from the rough duty of revenge, is 
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pushed into blood-guiltiness he never dreamed of, and forced 
at last on the revenge he could not will. His adversary’s 
murders, and no less his adversary’s remorse, bring about 


the opposite of what they sought. Lear follows an old man’s ` 


whim, half generous, half selfish; and in a moment it looses all 
the powers of darkness upon him. Othello agonises over an 
empty fiction, and, meaning to execute solemn justice, butchers 
innocence and strangles love. They understand themselves 
no better than the world about them. Coriolanus thinks that 
his heart is iron, and it melts like snow before a fire. Lady 
Macbeth, who thought she could dash out her own child’s 
brains, finds herself hounded to death by the smell of a 
stranger's blood. Her husband thinks that to gain a crown 
he would jump the life to come, and finds that the crown 
has brought him all the horrors of that life, Everywhere, 10 
this tragic world, man’s thought, translated into act, is trans- 
formed into the opposite of itself. His act, the movement 
of a few ounces of matter in a moment of time, becomes 4 
monstrous flood which spreads over a kingdom. And what- 
soever he dreams of doing, he achieves that which he least 
dreamed of, his own destruction. 

All this makes us feel the blindness and helplessness of man. 
Yet by itself it would hardly suggest the idea of fate, because 
it shows man as in some degree, however slight, the cause 0 
his own undoing. But other impressions come to aid it. It 
is aided by everything which makes us feel that a man is, as 
we say, terribly unlucky; and of this there is, even in Shake- 
speare, not a little. Here come in some of the accidents 
already considered, Juliet’s waking from her trance a minute 
too late. Desdemona’s loss of her handkerchief at the only 
moment when the loss would have mattered, that insignificant 
delay which cost Cordelia’s life. Again, men act, no doubt, in 
accordance with their characters; but what is it that brings 
them just the one problem which is fatal to them and woul 

© easy to another, and sometimes brings it to them just when 
they are least fitted to face it? How is it that Othello comes 
to be the companion of the one man in the world who is at 
Ma ay enough, brave enough, and vile enough to ensnare 
im? By what strange fatality does it happen that Lear has 
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such daughters and Cordelia such sisters? Even character 
. itself contributes to these feelings of fatality. How could 
men escape, we cry, such vehement propensities as drive 
Romeo, Antony, Coriolanus, to their doom ? And why is it 
that a man’s virtues help to destroy him, and that his weakness 
or defect is so intertwined with everything that is admirable 
j in him that we can hardly separate them even in imagination ? 
If we find in Shakespeare’s tragedies the source of im- 
pressions like these, it is important, on the other hand, to 
| notice what we do not find there. We find practically no trace 
of fatalism in its more primitive, crude and obvious forms. 
| Nothing, again, makes us think of the actions and sufferings 
of the persons as somehow arbitrarily fixed beforehand with- 
out regard to their feelings, thoughts and resolutions. Nor, I 
believe, are the facts ever so presented that it seems to us as 
if the supreme power, whatever it may be, had a special spite 
against a family or an individual. Neither, -lastly, do we 
receive the impression (which, it must be observed, is not purely 
fatalistic) that a family, owing to some hideous crime or im- 
piety in early days, is doomed in later days to continue a career 
of portentous calamities and sins. Shakespeare, indeed, does 
not appear to have taken much interest in heredity, or to have 
i attached much importance to it. (See, however, ‘heredity’ 
in the Index.) 
j What, then, is this ‘fate? which the impressions already 
| considered lead us to describe as the ultimate power in the 
_ tragic world ? It appears to be a mythological expression for 
the whole system or order, of which the individual characters 
form an inconsiderable and feeble part; which seems to deter- 
| mine, far more than they, their native dispositions and their 
| circumstances, and, through these, their action; which is s © 


f 


J x sias 
11 have raised no objection to the 
| occurs so often both in conversation 
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appear as the ultimate power in the tragic world, and that it 
has such characteristics as these. But the name ‘fate’ may 
be intended to imply something more — to imply that this 
order is a blank necessity, totally regardless alike of human 
weal and of the difference between good and evil or right and 
wrong. And such an implication many readers would at once 
reject. They would maintain, on the contrary, that this oran 
shows characteristics of quite another kind from those whic 
made us give it the name of fate, characteristics which cettamily 
should not induce us to forget those others, but which woul 
lead us to describe it as a moral order and its necessity as a 
moral necessity. 


5 


Let us turn, then, to this idea. It brings into the light 
those aspects of the tragic fact which the idea of fate throws 
into the shade. And the argument which leads to it in its 
simplest form may be stated briefly thus: ‘Whatever may be 
said of accidents, circumstances and the like, human action 
is, after all, presented to us as the central fact in tragedy, 
and also as the main cause of the catastrophe. That necessity 
which so much impresses us is, after all, chiefly the necessary 
connection of actions and consequences. For these actions 
we, without even raising a question on the subject, hold the 
agents responsible; and the tragedy would disappear for us if | 
we did not. The critical action is, in greater or less degree, © 
wrong or bad. The catastrophe is, in the main, the return of 
this action on the head of the agent. It isan example of justice; 
and that order which, present alike within the agents an 
outside them, infallibly brings it about, is therefore just. The 
tragedies that I 
doubt whether it would be so 


poor humanity’s afflicted will 
Struggling in vain with ruthless destiny f 
do not represent the impression I receive; much less do images which 
compare man to a puny creature helpless in the claws of a bird of prey- 
e should examine himself closely on this matter. 
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rigour of its justice is terrible, no doubt, for a tragedy is a 
terrible story; but, in spite of fear and pity, we acquiesce, 
because our sense of justice is satisfied.’ 

Now, if this view is to hold good, the ‘justice’ of which it 
Speaks must be at once distinguished from what is called 
Poetic justice’. ‘Poetic justice’? means that prosperity and 
adversity are distributed in proportion to the merits of the 
agents. Such ‘poetic justice’ is in flagrant contradiction with 
the facts of life, and it is absent from Shakespeare’s tragic 
Picture of life; indeed, this very absence is a ground of con- 
stant complaint on the part of Dr. Johnson. Agdoart xabeiv, 
the doer must suffer’ — this we find in Shakespeare. We also 
find that villainy never remains victorious and prosperous at 
the last. But an assignment of amounts of happiness and 
misery, an assignment even of life and death, in proportion 
to merit, we do not find. No one who thinks of Desdemona 
and Cordelia; or who remembers that one end awaits Richard 
IMI and Brutus, Macbeth and Hamlet; or who asks himself 
which suffered most, Othello or Iago; will ever accuse Shake- 
Speare of representing the ultimate power as ‘poetically’ just. 

And we must go further. I venture to say that it is a mis- 
take to use at all these terms of justice and merit or desert. 
And this for two reasons. In the first place, essential as it is to 


- recognise the connection between act and consequence, and 


natural as it may seem in some cases (e.g. Macbeth’s) to say 
that the doer only gets what he deserves, yet in very many 
Cases to say this would be quite unnatural. We might not 
object to the statement that Lear deserved to suffer for his 
folly, selfishness and tyranny; but to assert that he deserved 
to suffer what he did suffer is to do violence not merely to 
language but to any healthy moral sense. It is, moreover, to 
obscure the tragic fact that the consequences of action cannot 
be limited to that which would appear to us to follow ‘justly’ 
from them. And, this being so, when we call the order of 
the tragic world just, we are either using the word in some 
Vague and unexplained sense, or we are going beyond what is 
shown us of this order, and are appealing to faith. 

But, in the second place, the ideas of justice and desert 
are, it seems to me, in all cases — even those of Richard DI 
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and of Macbeth and Lady Macbeth — untrue to our imagina- 
tive experience. When we are immersed in a tragedy, we feel 
towards dispositions, actions, and persons such emotions as 
attraction and repulsion, pity, wonder, fear, horror, per- 
haps hatred; but we do not judge. This is a point of view 
which emerges only when, in reading a play, we slip, by our 
own fault or the dramatist’s, from the tragic position, or when, 
in thinking about the play afterwards, we fall back on our 
everyday legal and moral notions. But tragedy does not 
belong, any more than religion belongs, to the sphere of these 
notions; neither does the imaginative attitude in presence of it. 
While we are in its world we watch what is, seeing that so it 
happened and must have happened, feeling that it is piteous, 
dreadful, awful, mysterious, but neither passing sentence On 
the agents, nor asking whether the behaviour of the ultimate 
power towards them is just. And, therefore, the use © 
such language in attempts to render our imaginative experience 
in terms of the understanding is, to say the least, full of danger. 

Let us attempt then to re-state the idea that the ultimate 
power in the tragic world is a moral order. Let us put asi e 
the ideas of justice-and merit, and speak simply of good an 
evil. Let us understand by these words, primarily, moral g00 
and evil, but also everything else in human beings which we 
take to be excellent or the reverse. Let us understand the 
statement that the ultimate power or order is ‘moral’ to mean 
that it does not show itself indifferent to good and evil, Or 
equally favourable or unfavourable to both, but shows itse 
akin to good and alien from evil. And, understanding the 
statement thus, let us ask what grounds it has in the tragic 
fact as presented by Shakespeare. 


1 It is dangerous, I think, in reference to all really good tragedies, but I 
am dealing here only with Shakespeare’s. In not a few Greek tragedies 
it is almost inevitable that we should think of justice and retribution, not 
only because the dramatis persone often speak of them, but also because 
there is something casuistical about the tragic problem itself. The po? 
treats the story in such a way that the question, Is the hero doing right or 
wrong? is almost forced upon us. But this is not so with Shakespeare. 
Julius Caesar is probably the only one of his tragedies in which the ques” 
tion suggests itself to us, and this is one of the reasons why that play pay 
something of a classic air. Even here, if we ask the question, we have n0 
doubt at all about the answer. x : 


ia 
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Here, as in dealing with the grounds on which the idea of 
ate rests, I choose only two or three out of many. And the 
Most important is this. a Shakespearean tragedy the main 
Source of the convulsion ‘which produces suffering and death 
Is never good: good contributes to this convulsion only from 
its tragic implication with its opposite in one and the same 
Character. The main source, on the contrary, is in every case 
evil; and, what is more (though this seems to have been little 
Noticed), it is in almost every case evil jn the fullest sense, 
Not mere imperfection but plain moral evil. )The love of Romeo 
and Juliet conducts them to death only because of the sense- 
less hatred of their houses. Guilty ambition, seconded by 
labolic malice and issuing in murder, opens the action in 

facbeth. Jago is the main source of the convulsion in Othello; 


Goneril, Regan and Edmund in King Lear. Even when this 


Plain moral evil is not the obviously prime source within the 
Play, it lies behind it: the situation with which Hamlet has 
to deal has been formed by adultery and murder. Julius Caesar 
1S the only tragedy in which one is even tempted to find an 
exception to this rule. And the inference is obvious. If it 
18 chiefly evil that violently disturbs the order of the world, 

is order cannot be friendly to evil or indifferent between 
evil and good, any more than a body which is convulsed by 
Poison is friendly to it or indifferent to the distinction between 


Poison and food, 
Again, if we confine our attention to the hero, and to those 


Cases where the gross and palpable evil is not in him but 


elsewhere, we find that the comparatively innocent hero still 

Ows some marked imperfection or defect, — irresolution, 
Precipitancy, pride, credulousness, excessive simplicity, ex- 
Aa’ susceptibility to sexual emotions, and the like. These 

efects or imperfections are certainly, in the wide sense of the 
Word, evil, and they contribute decisively to the conflict and 

tastrophe. And the inference is again obvious. The ultimate 
Power which shows itself disturbed by this evil and reacts 
28ainst it, must have a nature alien to it. Indeed its reaction 
8 so vehement and ‘relentless’ that it would seem to be bent 
© nothing short of good in perfection, and to be ruthless 
in its demand for it. 
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To this must be added another fact, or another aspect of 
the same fact. (Evil exhibits itself everywhere as something 
negative, barren, weakening, destructive, a principle of death. 
It isolates, disunites, and tends to annihilate not only its 
opposite but itself. That which keeps the evil man? prosperous, 
makes him succeed, even permits him to exist, is the good in 
him (I do not mean only the obviously ‘moral’ good). When 
the evil in him masters the good and has its way, it destroys 
other people through him, but it also destroys him. At the 
close of the struggle he has vanished, and has left behind him 
nothing that can stand. What remains is a family, a city, 4 
country, exhausted, pale and feeble, but alive through the 
principle of good which animates it; and, within it, individuals 
who, if they have not the brilliance or greatness of the tragic. 
character, still have won our respect and confidence. And the ~ 
inference would seem clear. If existence in an order depends 
on good, and if the presence of evil is hostile to such existence, 
the inner being or soul of this order must be akin to good. ) 

These are aspects of the tragic world at least as cle ly 
marked as those which, taken alone, suggest the idea of fate. 
And the idea which they in their turn, when taken alone, may 
suggest, is that of an order which does not indeed award 
“poetic justice’, but which reacts through the necessity of its 
own ‘moral’ nature both against attacks made upon it an 
against failure to conform to it. Tragedy, on this view, is the 
exhibition of that convulsive reaction; and the fact that the © 
spectacle does not leave us rebellious or desperate is due to 4 
more or less distinct perception that the tragic suffering an 
death arise from collision, not with a fate or blank power, 
but with a moral power, a power akin to all that we admire 
and revere in the characters themselves. This perception 
produces something like a feeling of acquiescence in the catas- 
trophe, though it neither leads us to pass judgment on the 
characters nor diminishes the pity, the fear, and the sense © 
waste, which their struggle, suffering and fall evoke. And, 


*It is most essential to rem i i than 
Js mos ember that an evil man is much more 
the evil in him. I may add that in this paragraph I have, for the sake O 
clearness, Considered evil in its most pronounced form; but what is sal 
would apply, mutatis mutandis, to evil as imperfection, etc. 
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finally, this view seems quite able to do justice to those aspects 
of the tragic fact which give rise to the idea of fate. They 
would appear as various expressions of the fact that the moral 
order acts not capriciously or like a human being, but from 
the necessity of its nature, or, if we prefer the phrase, by general 
aws, — a necessity or law which of course knows no exception 
and is as ‘ruthless’ as fate. 

It is impossible to deny to this view a large measure of truth. 
And yet without some amendment it can hardly satisfy. For 
it does not include the whole of the facts, and therefore does 
not wholly correspond with the impressions they produce. 

et it be granted that the system or order which shows itself 
Omnipotent against individuals is, in the sense explained, 
Moral. Still—at any rate for the eye of sight — the evil 
‘S8ainst which it asserts itself, and the persons whom this evil 
ma labits, are not really something outside the order, so that 
they can attack it or fail to conform to it; they are within it 
and a part of it. It itself produces them, — produces Tago 
as well as Desdemona, Iago’s cruelty as well as Iago’s courage. — 
tis not Poisoned, it poisons itself. Doubtless it shows by its 
violent reaction that the poison is poison, and that its health 
es in good. But one significant fact cannot remove another, 
ae the spectacle we witness scarcely warrants the assertion 
dat the order is responsible for the good in Desdemona, 
i ut Tago for the evil in Iago. If we make this assertion we make 
t On grounds other than the facts as presented in Shakespeare’s 
Tagedies, 
att or does the idea of a moral order asserting itself against 
T ack or want of conformity answer in full to our feelings 
reading the tragic character. We do not think of Baned 
aecly as failing to meet its demand, of Antony as maey 
it ning against it, or even of Macbeth as simply attac king 
th at we feel corresponds quite as much to the da i a 
on) ate its parts, expressions, products; that in their defec 
+ evil it is untrue to its soul of goodness, and falls into co 
Re and collision with itself; that, in making them suffer an 
aste themselves, it suffers and wastes itself; and that when, to 


ee its life and regain peace from this intestinal struggle, it 
asts them out, it has lost a part of its own substance, — a 
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part more dangerous and unquiet, but far more valuable and 
nearer to its heart, than that which remains, — a Fortinbras, 


a Malcolm, an Octavius. There is no tragedy in its expulsion 
of evil: the tragedy is that this involves the waste of good. 
Thus we are left at last with an idea s Owing two sides or 
_ aspects which we can neither separate nor reconcile. The whole 
or order against which the individual part shows itself power- 
less seems to be animated by a passion for perfection: we 
cannot otherwise explain its behaviour towards evil. Yet it 
appears to engender this evil within itself, and in its effort to 
overcome and expel it it is agonised with pain, and driven to 
mutilate its own substance and to lose not only evil but 
priceless good. That this idea, though very different from the 
idea of a blank fate, is no solution of the riddle of life is obvious; 
but why should we expect it to be such a solution ?~Shake- 
speare was not attempting to justify the ways of God to men, 
or to show the universe as a Divine Comedy. He was writing 
tragedy, and tragedy would not be tragedy if it were not a 
painful mystery,Nor can he be said even to point distinctly, 
like some writers of tragedy, in any direction where a solution 
might lie. We find a few references to gods or God, to the 
influence of the stars, to another life: some of them certainly, 
all of them perhaps, merely dramatic — appropriate to the 
person from whose lips they fall. A ghost comes from Pur- 
gatory to impart a secret out of the reach of its hearer — Who 
presently meditates on the question whether the sleep of death 
is dreamless. Accidents once or twice remind us strangely 
of the words, ‘There’s a divinity that shapes our ends.’ More 
important are other impressions. Sometimes from the very 
furnace of affliction a conviction seems borne to us that some- 
how, if we could see it, this agony counts as nothing against 
the heroism and love which appear in it and thrill our hearts. 
Sometimes we are driven to cry out that these mighty or 
heavenly spirits who perish are too great for the little space 
in which they moye, and that they vanish not into nothing- 
ness but into freedom. Sometimes from these sources and 
from others comes a presentiment, formless but haunting and 
even profound, that all the fury of conflict, with its waste am 
woe, is less than half the truth, even an illusion, ‘such stuff 


t 
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as dreams are made on’. But these faint and scattered in- 
timations that the tragic world, being but a fragment of a 
whole beyond our vision, must needs be a contradiction and 
no ultimate truth, avail nothing to interpret the mysteryWe — 
remain confronted with the inexplicable fact, or the no less 
inexplicable appearance, of a world travailing for perfection, 
but bringing to birth, together with glorious good, an evil 
which it is able to overcome only by self-torture and self- 
waste. And this fact or appearance is tragedy.1 -~ r 


LECTURE II 
CONSTRUCTION IN SHAKESPEARE’S 
TRAGEDIES $ 


Havine discussed the substance of a Shakespearean tragedy, 
we should naturally go on to examine the form. And under 
this head many things might be included ; for example, Shake- 
speare’s methods of characterisation, his language, his versi- 
fication, the construction of his plots. I intend, however, to 
speak only of the last of these subjects, which has been some- _ 
what neglected ;? and, as construction is a more or less technical 


[' Partly in order not to anticipate later passages, I abstained from 
treating fully here the question why we feel, at the death of the tragic hero, 
not only pain but also reconciliation and sometimes even exultation. 
As I cannot at present make good this defect, I would ask the reader to 
refer to the word Reconciliation in the Index. See also, in Oxford Lectures 
on Poetry, Hegel’s Theory of Tragedy, especially pp. 90, 91.] 3 

2 The famous critics of the Romantic Revival seem to have paid very 
little attention to this subject. Mr. R. G. Moulton has written an interest- 
ing book on Shakespeare as a Dramatic Artist (1885). In parts of my 
analysis I am much indebted to Gustav Freytag’s Technik des Dramas, 
a book which deserves to be much better known than it appears to be to 
Englishmen interested in the drama. I may add, for the benefit of classical 
Scholars, that Freytag has a chapter on Sophocles. The reader of his book 
will easily distinguish, if he cares to, the places where I follow Freytag, 
those where I differ from him, and those where I write in independence 
of him. I may add that in speaking of construction I have thought it best 
to assume in my hearers no previous knowledge of the subject; that I have 
not attempted to discuss how much of what is said of Shakespeare would 
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matter, I shall add some general remarks on Shakespeare as 
an artist. 


1 


As a Shakespearean tragedy represents a conflict which 
“terminates in a catastrophe, any such tragedy may roughly 
be divided into three parts. The first of these sets forth or 
_ expounds the situation, or state of affairs, out of which the 
conflict arises ; and it may, therefore, be called the Exposition. 
The second deals with the definite beginning, the growth and 
the vicissitudes of the conflict. It forms accordingly the bulk 
of the play, comprising the Second, Third and Fourth Acts, 
and usually a part of the First and a part of the Fifth. The 
final section of the tragedy shows the issue of the conflict in 
a catastrophe.* 

The application of this scheme of division is naturally more 
or less arbitrary. The first part glides into the second, and the 
second into the third, and there may often be difficulty 1m 
drawing the lines between them. But it is still harder to divide 
spring from summer, and summer from autumn; and yet 
spring is spring, and summer summer. . 

The main business of the Exposition, which we will con- 
sider first, is to introduce us into a little world of persons; 
to show us their positions in life, their circumstances, their 
relations to one another, and perhaps something of their 
characters; and to leave us keenly interested in the question 
what will come out of this condition -of things. We are left 
thus expectant, not merely because some of the persons interest 
us at once, but also because their situation in regard to one 
another points to difficulties in the future. This situation is 
not one of conflict,? but it threatens conflict, For example, 


= 
apply also to other dramatists; and that I have illustrated from the trage- 
dies generally, not only from the chosen four. ich 

* This word throughout the lecture bears the sense it has here, which, 
of course, is not its usual dramatic sense. . 

„+ In the same way a comedy will consist of three parts, showing the 
poltnaton’ the ‘complication’ or ‘entanglement’, and the dénouement OF 
‘solution’. 

*It is possible, of course, to Open the tragedy with the conflict already 
begun, but Shakespeare never does so, 


=- 
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We see first the hatred of the Montagues and Capulets; and 
then we see Romeo ready to fall violently in love; and then 
we hear talk of a marriage between Juliet and Paris; but the 
exposition is not complete, and the conflict has not definitely 
begun to arise, till, in the last scene of the First Act, Romo 
the Montague sees Juliet the Capulet and becomes her slave.” 
The dramatist’s chief difficulty in the exposition is obvious, 
and it is illustrated clearly enough in the plays of unpractised 
= Writers; for example, in Remorse, and even in The Cenci. 
e has to impart to the audience a quantity of information 
about matters of which they generally know nothing and — 
pever know all that is necessary for his purpose.* Bu the — 
TOcess of merely acquiring information is unpleasant, and the- 
direct imparting of it is undramatic. Unless he uses a prologue, 
therefore, he must conceal from his auditors the fact that they 
are being informed, and must tell them what he wants them a 
-to know by means which are interesting on their own account. 
These means, with Shakespeare, are not only speeches but 
actions and events. From the very beginning of the play, 
hough the conflict has not arisen, things are happening and 
eing done which in some degree arrest, startle and excite; 
and in a few scenes we have mastered the situation of affairs 
Without perceiving the dramatist’s designs upon us. Not that 
his is always so with Shakespeare. In the opening scene of 
è B early Comedy of Errors, and in the opening speech of 
estara III, we feel that the speakers are addressing us; and 
ee second scene of the Tempest (for Shakespeare grew at 
b rather negligent of technique) the purpose of Pepe n 
Sh explanation to Miranda is palpable. But in genera 
akespeare’s expositions are masterpieces.” 


jay ven the subj ish hi ially when the 
bject comes from English history, and especially waen ri 
Ta forms one of a series, some Enowledze may be assumed. So in Ries d 

‘act Ven in Richard II not a little knowledge seems to be assumed, a his 
Tei Points to the existence of a popular play on the earlier part of Ric bates 
bent, Such a play exists, though it is not clear that it is a genuine = 

220 work, See the Jahrbuch d. deutschen ‘Sh.-Gesellschaft for pee 
Who. is is one of several reasons why many people enjoy. reading him, 
dislikes the whole, dislike reading plays. A main cause of this very gener 

Sike is that the reader has not a lively enough imagination to carry ini 
With pleasure through the exposition, though in the theatre, where his 


'agination is helped, he would experience little difficulty. 


oa 
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His usual plan in tragedy is to begin with a short scene, 
or part of a scene, either full of life and stir, or in some other 
way arresting. Then, having secured a hearing, he proceeds 
to conversations at a lower pitch, accompanied by little 
action but conveying much information. For example, Romeo 

and Juliet opens with a street-fight, Julius Caesar and Coriolanus 
with a crowd in commotion; and when this excitement has 
had its effect on the audience, there follow quiet speeches, in 
which the cause of the excitement, and so a great part of the 
situation, are disclosed. In Hamlet and Macbeth this scheme 
is employed with great boldness. In Hamlet the first appear- 
ance of the Ghost occurs at the fortieth line, and with such 
effect that Shakespeare can afford to introduce at once a con- 
versation which explains part of the state of affairs at Elsinore} 
and the second appearance, having again increased the tension, 
is followed by a long scene, which contains no action but intro- 
duces almost all the dramatis persone and adds the information 
left wanting. The opening of Macbeth is even more remark- 
able, for there is probably no parallel to its first scene, where 
the senses and imagination are assaulted by a storm of thunder 
and supernatural alarm. This scene is only eleven lines long, 
but its influence is so great that the next can safely be occupied 
with a mere report of Macbeth’s battles, — a narrative which 
would have won much less attention if it had opened the play. 

When Shakespeare begins his exposition thus he generally 
at first makes people talk about the hero, but keeps the hero 
himself for some time out of sight, so that we await his en- 
trance with curiosity, and sometimes with anxiety. On the 
other hand, if the plays open with a quiet conversation, this 1s 
usually brief, and then at once the hero enters and takes action 
of some decided kind. Nothing, for example, can be less like the 
beginning of Macbeth than that of King Lear. The tone 18 
Pitched so low that the conversation between Kent, Gloster, 
and Edmund is written in prose. But at the thirty-fourth line 
it is broken off by the entrance of Lear and his court, and with- 
out delay the King proceeds to his fatal division of the kingdom. 

This tragedy illustrates another practice of Shakespeare’s. 
King Lear has a secondary plot, that which concerns Gloster 
and his two sons. To make the beginning of this plot quite 
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clear, and to mark it off from the main action, Shakespeare 
gives it a separate exposition. The great scene of the division 
of Britain and the rejection of Cordelia and Kent is followed 
by the second scene, in which Gloster and his two sons appear 
alone, and the beginning of Edmund’s design is disclosed. 
In Hamlet, though the plot is single, there is a little group of 
characters possessing a certain independent interest, — 
Polonius, his son, and his daughter ; and so the third scene is 
devoted wholly to them. And again, in Othello, since Roderigo 
is to occupy a peculiar position almost throughout the action, 
he is introduced at once, alone with Iago, and his position 1s 
explained before the other characters are allowed to appear. 
But why should Iago open the play ? Or, if this seems too 
Presumptuous a question, let us put it in the form, What is 
the effect of his opening the play? Is it that we receive at 
the very outset a strong impression of the force which is to 
Prove fatal to the hero’s happiness, so that, when we see the 
hero himself, the shadow of fate already rests upon him? And 
an effect of this kind is to be noticed in other tragedies. We 
are made conscious at once of some power which is to influence 
the whole action to the hero’s undoing. In Macbeth we see 
and hear the Witches, in Hamlet the Ghost. In the first scene 
of Julius Caesar and of Coriolanus those qualities of the crowd 
are vividly shown which render hopeless the enterprise of the 
One hero and wreck the ambition of the other. It is the same 
With the hatred between the rival houses in Romeo and Juliet, 
and with Antony’s infatuated passion. We realise them at the 
end of the first page, and are almost ready to regard the hero 
as doomed. Often, again, at one or more points during the 
exposition this feeling is reinforced by some expression that 
has an ominous effect. The first words we hear from Macbeth, 
So foul and fair a day I have not seen’, echo, though he 
Knows it not, the last words we heard from the Witches, 
eer is foul, and foul is fair’. Romeo, on his way with his 
Tlends to the banquet, where he is to see Juliet for the first 
time, tells Mercutio that he has had a dream. What the 
ream was we never learn, for Mercutio does not care to 
enon and breaks into his speech about Queen Mab; but we 
an guess its nature from Romeo’s last speech in the scene: 
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My mind misgives 
Some consequence yet hanging in the stars 
Shall bitterly begin his fearful date 
With this night’s revels. 


When Brabantio, forced to acquiesce in his daughter’s stolen 
marriage, turns, as he leaves the council-chamber, to Othello, 
with the warning, 


Look to her, Moor, if thou hast eyes to see; 
She has deceived her father, and may thee, 


this warning, and no less Othello’s answer, ‘My life upon her 
faith’, make our hearts sink. The whole of the coming story 
seems to be prefigured in Antony’s muttered words (1. ii. 120): 


These strong Egyptian fetters I must break, 
Or lose myself in dotage; 


and, again, in Hamlet’s weary sigh, following so soon on 
the passionate resolution stirred by the message of the Ghost: 


The time is out of joint. Oh cursed spite, 
That ever I was born to set it right. 


These words occur at a point (the end of the First Act) 
which may be held to fall either within the exposition OT 
beyond it. I should take the former view, though such ques- 
tions, as we saw at starting, can hardly be decided with cer- 
tainty. The dimensions of this first section of a tragedy depen 
on a variety of causes, of which the chief seems to be the 
comparative simplicity or complexity of the situation from 
which the conflict arises. Where this is simple the exposition 
is short, as in Julius Caesar and Macbeth. Where it is com- 
plicated the exposition requires more space, as in Romeo an 
Juliet, Hamlet, and King Lear. Its completion is generally 
marked in the mind of the reader by a feeling that the action 
it contains is for the moment complete but has left a problem. 
The lovers have met, but their families are at deadly enmity; 
the hero seems at the height of success, but has admitted the 
thought of murdering his sovereign; the old king has dividi 
his kingdom between two hypocritical daughters, and has 
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rejected his true child; the hero has acknowledged a sacred 
duty of revenge, but is weary of life: and we ask, What will 
come of this? Sometimes, I may add, a certain time is supposed 
to elapse before the events which answer our question make 
their appearance and the conflict begins; in King Lear, for 
instance, about a fortnight; in Hamlet about two months. 


2 


We come now to the conflict itself. And here one or two 
preliminary remarks are necessary. In the first place, it must 
be remembered that our point of view in examining the con- 
struction of a play will not always coincide with that which we 
occupy in thinking of its whole dramatic effect. For example, 
that struggle in the hero’s soul which sometimes accompanies 
the outward struggle is of the highest importance for the total 
effect of a tragedy; but it is not always necessary Or desirable 
to consider it when the question is merely one of construction. 
And this is natural. The play is meant primarily for the 
theatre; and theatrically the outward conflict, with its in- 
fluence on the fortunes of the hero, is the aspect which first 
Catches, if it does not engross, attention. For the average 
playgoer of every period the main interest of Hamlet has 
probably lain in the vicissitudes of his long duel with the 
King; and the question, one may almost say, has been which 
will first kill the other. And so, from the point of view of 
construction, the fact that Hamlet spares the King when he 
finds him praying, is, from its effect on the hero’s fortunes, 
of great moment; but the cause of the fact, which lies within 
Hamlet’s character, is not so. 

In the second place we must be prepared to find that, as 
the plays vary so much, no single way of regarding the conflict 
will answer precisely to the construction of all; that it some- 
times appears possible to look at the construction of a tragedy 
in two quite different ways, and that it is material to find the 
best of the two; and that thus, in any given instance, it is 
Necessary first to define the opposing sides in the conflict. 
I will give one or two examples. In some tragedies, as we saw 
in our first lecture, the opposing forces can, for practical 
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purposes, be identified with opposing persons or groups. So 
it is in Romeo and Juliet and Macbeth. But it is not always so. 
The love of Othello may be said to contend with another 
force, as the love of Romeo does; but Othello cannot be said 
to contend with Iago as Romeo contends with the represen- 
tatives of the hatred of the houses, or as Macbeth contends 
with Malcolm and Macduff. Again, in Macbeth the hero, 
however much influenced by others, supplies the main driving 
power of the action; but in King Lear he does not. Possibly, 
therefore, the conflict, and with it the construction, may best 
be regarded from different points of view in these two plays, 
in spite of the fact that the hero is the central figure in each. 
But if we do not observe this we shall attempt to find the same 
scheme in both, and shall either be driven to some unnatural 
view or to a sceptical despair of perceiving any principle of 
construction at all. 

With these warnings, I turn to the question whether we 
can trace any distinct method or methods by which Shakespeare 
represents the rise and development of the conflict. 

(1) One at least is obvious, and indeed it is followed not 
merely during the conflict but from beginning to end of the 
play. There are, of course, in the action certain places where 
the tension in the minds of the audience becomes extreme. 
We shall consider these presently. But, in addition, there is, 
all through the tragedy, a constant alternation of rises and 
falls in this tension or in the emotional pitch of the work, a 
regular ‘Sequence of more exciting and less exciting sections. 
Some kind of variation of pitch is to be found, of course, in all 
drama, for it rests on the elementary facts that relief must be 
given after emotional strain, and that contrast is required to 
bring out the full force of an effect. But a good drama of our 
own time shows nothing approaching to the regularity witb 
which in the plays of Shakespeare and of his contemporaries 
the principle is applied. And the main cause of this difference 
lies simply in a change of theatrical arrangements. In Shake- 
speare’s theatre, as there was no scenery, scene followed scene 
with scarcely any pause; and so the readiest, though not the 
only, way to vary the emotional pitch was to interpose a whole 
scene where the tension was low between scenes where it was 
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high. In our theatres there is a great deal of scenery, which 
takes a long time to set and change; and therefore the number 
of scenes is small, and the variations of tension have to be 
provided within the scenes, and still more by the pauses between 
them. With Shakespeare there are, of course, in any long scene 
variations of tension, but the scenes are numerous and, 
compared with ours, usually short, and variety is given princi- 
pally by their difference in pitch. 

It may further be observed that, in a portion of the play 
which is relatively unexciting, the scenes of lower tension 
may be as long as those of higher; while in a portion of the 
play which is specially exciting the scenes of low tension are 
shorter, often much shorter, than the others. The reader may 
verify this statement by comparing the First or the Fourth 
Act in most of the tragedies with the Third; for, speaking 
very roughly, we may say that the First and Fourth are re- 
latively quiet acts, the Third highly critical. A good example 
is the Third Act of King Lear, where the scenes of high tension 
Gi., iv., vi.) are respectively 95, 186 and 122 lines in length, 
while those of low tension (i., iii., v.) are respectively 55, 26 
and 26 lines long. Scene vii., the last of the Act, is, I may 
add, a very exciting scene, though it follows scene vi., and 
therefore the tone of scene vi. is greatly lowered during its 
final thirty lines. 

(2) If we turn now from the differences of tension to the 
sequence of events within the conflict, we shall find the principle 
of alternation at work again in another and a quite independent 
way. Let us for the sake of brevity call the two sides in the 
conflict A and B. Now, usually, as we shall see presently, 
through a considerable part of the play, perhaps the first half, 
the cause of A is, on the whole, advancing; and through the 
remaining part it is retiring, while that of B advances in turn. 
But, underlying this broad movement, all through the conflict 
we shall find a regular alternation of smaller advances and 
Tetirals; first A seeming to win some ground, and then the 
counter-action of B being shown. And since we always more 
or less decidedly prefer A to B or B to A, the result of this 
oscillating movement is a constant alternation of hope and 
fear, or rather of a mixed state predominantly hopeful and a 
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mixed state predominantly apprehensive. An example will 
make the point clear. In Hamlet the conflict begins with the 
hero’s feigning to be insane from disappointment in love, and 
we are shown his immediate success in convincing Polonius. 
Let us call this an advance of A. The next scene shows the 
King’s great uneasiness about Hamlet’s melancholy, and his 
scepticism as to Polonius’s explanation of its cause: advance 
of B. Hamlet completely baffles Rosencrantz and Guilden- 
stern, who have been sent to discover his secret, and he 
arranges for the test of the play-scene: advance of A. But 
immediately before the play-scene his soliloquy on suicide fills 
us with misgiving; and his words to Ophelia, overheard, so 
convince the King that love is not the cause of his nephew’s 
strange behaviour, that he determines to get rid of him by 
sending him to England: advance of B. The play-scene proves 
a complete success: decided advance of A. Directly after it 
Hamlet spares the King at prayer, and in an interview with his 
mother unwittingly kills Polonius, and so gives his enemy 
a perfect excuse for sending him away (to be executed): de- 
cided advance of B. I need not pursue the illustration further. 
This oscillating movement can be traced without difficulty 
in any of the tragedies, though less distinctly in one or two of 
the earliest. 

(3) Though this movement continues tight up to the catas- 
trophe, its effect does not disguise that much broader effect 
to which I have already alluded, and which we have now to 
study. In all the tragedies, though more clearly in some than 
in others, one side is distinctly felt to be on the whole ad- 
vancing up to a certain point in the conflict, and then to be 
on the whole declining before the reaction of the other. There 
is therefore felt to be a critical point in the action, which 
proves also to be a turning point. It is critical sometimes in the 
sense that, until it is reached, the conflict is not, so to speak, 
clenched; one of the two sets of forces might subside, or 4 
reconciliation might somehow be effected; while, as soon as 
it is reached, we feel this can no longer be. It is critical also 
because the advancing force has apparently asserted itself 
victoriously, gaining, if not all it could wish, still a very sub- 
stantial advantage; whereas really itis on the point of turning 
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downward towards its fall. This Crisis, as a rule, comes 
somewhere near the middle of the play; and where it is well 
marked it has the effect, as to construction, of dividing the 
play into five parts instead of three; these parts showing (1) 
a situation not yet one of conflict, (2) the rise and development 
of the conflict, in which A or B advances on the whole till it 
teaches (3) the Crisis, on which follows (4) the decline of A 
or B towards (5) the Catastrophe. And it will be seen that the 
fourth and fifth parts repeat, though with a reversal of direction 
as regards A or B, the movement of the second and third, 
working towards the catastrophe as thesecond and third worked 
towards the crisis. 

_ In developing, illustrating and qualifying this statement, 
it will be best to begin with the tragedies in which the movement 
is most clear and simple. These are Julius Caesar and Macbeth. 
In the former the fortunes of the conspiracy rise with vicis- 
situdes up to the crisis of the assassination (11. i.); they then 
sink with vicissitudes to the catastrophe, where Brutus and 
Cassius perish. In the latter, Macbeth, hurrying, in spite of 
much inward resistance, to the murder of Duncan, attains 
the crown, the upward movement being extraordinarily rapid, 
and the crisis arriving early: his cause then turns slowly down- 
ward, and soon hastens to ruin. In both these tragedies the 
simplicity of the constructional effect, it should be noticed, 
depends in part on the fact that the contending forces may quite 
naturally be identified with certain persons, and partly again 
on the fact that the defeat of one side is the victory of the 
other, Octavius and Antony, Malcolm and Macduff, are left 
standing over the bodies of their foes. 

This is not so in Romeo and Juliet and Hamlet, because 
here, although the hero perishes, the side opposed to him, 
being the more faulty or evil, cannot be allowed to triumph 
when he falls. Otherwise the type of construction is the same. 
The fortunes of Romeo and Juliet rise and culminate in their 
marriage (T. vi), and then begin to decline before the opposition 
of their houses, which, aided by accidents, produces a catas- 

| trophe, but is thereupon converted into a remorseful recon- 
ciliation. Hamlet’s cause reaches its zenith in the success of 
the play-scene (m. ii). Thereafter the reaction makes way, 
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and he perishes through the plot of the King and Laertes. But 
they are not allowed to survive their success. 

The construction in the remaining Roman plays follows 
the same plan, but in both plays (as in Richard IJ and Richard 
TIT) it suffers from the intractable nature of the historical 
material, and is also influenced by other causes. In Coriolanus 
the hero reaches the topmost point of success when he is 
named consul (1. iii), and the rest of the play shows his decline 
and fall; but in this decline he attains again for a time extra- 
ordinary power, and triumphs, in a sense, over his original 
adversary, though he succumbs to another. In Antony and 
Cleopatra the advance of the hero’s cause depends on his free- 
ing himself from the heroine, and he appears to have succeeded 
when he becomes reconciled to Octavius and marries Octavia 
(m. ii); but he returns to Egypt and is gradually driven to his 
death which involves that of the heroine. i 

There remain two of the greatest of the tragedies, and in 
both of them a certain difficulty will be felt. King Lear alone 
among these plays has a distinct double action. Besides this, it 
is impossible, I think, from the point of view of construction, 
to regard the hero as the leading figure. If we attempt to do 
so, we must either find the crisis in the First Act (for after it 
Lear’s course is downward), and this is absurd; or else we 
must say that the usual movement is present but its direction 
is reversed, the hero’s cause first sinking to the lowest point 
(in the Storm-scenes) and then rising again. But this also will 
not do; for though his fortunes may be said to rise again 
for a time, they rise only to fall once more to a catastrophe. 
The truth is, that after the First Act, which is really filled 
by the exposition, Lear suffers but hardly initiates action 
at all; and the right way to look at the matter, from the point 
of view of construction, is to regard Goneril, Regan and 
Edmund as the leading characters. It is they who, in the 
conflict, initiate action. Their fortune mounts to the crisis, 
where the old King is driven out into the storm and loses 
his reason, and where Gloster is blinded and expelled from 
his home (m. vi. and vii.). Then the counter-action begins to 
gather force, and their cause to decline; and, although they 
win the battle, they are involved in the catastrophe which 
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they bring on Cordelia and Lear. Thus we may still find in 
King Lear the usual scheme of an ascending and a descending 
movement of one side in the conflict. 

The case of Othello is more peculiar. In its whole con- 
structional effect Othello differs from the other tragedies, 
and the cause of this difference is not hard to find, and will 
be mentioned presently. But how, after it is found, are we 
to define the principle of the construction? On the one 
hand the usual method seems to show itself. Othello’s fortune 
certainly advances in the early part of the play, and it may be 
considered to reach its topmost point in the exquisite joy of 
his reunion with Desdemona in Cyprus; while soon after- 
wards it begins to turn, and then falls to the catastrophe. 
But the topmost point thus comes very early (11. i.), and, more- 
over, is but faintly marked; indeed, it is scarcely felt as a 
crisis at all. And, what is still more significant, though reached 
by conflict, it is not reached by conflict with the force which 
afterwards destroys it. Iago, in the early scenes, is indeed 
shown to cherish a design against Othello, but it is not Iago 
against whom he has at first to assert himself, but Brabantio ; 
and Iago does not even begin to poison his mind until the 
third scene of the Third Act. 

Can we then, on the other hand, following the precedent 
of King Lear, and remembering the probable chronological 
juxtaposition of the two plays, regard Jago as the leading 
figure from the point of view of construction ? This might 
at first seem the right view; for it is the case that Othello 
resembles King Lear in having a hero more acted upon than 
acting, or rather a hero driven to act by being acted upon. 
But then, if Iago is taken as the leading figure, the usual mode 
of construction is plainly abandoned, for there will nowhere 
be a crisis followed by a descending movement. Iago’s cause 
advances, at first slowly and quietly, then rapidly, but it does 
nothing but advance until the catastrophe swallows his dupe 
and him together. And this way of regarding the action does 
Positive violence, I think, to our natural impressions of the 
earlier part of the play. 

I think, therefore, that the usual scheme is so far followed 
that the drama represents first the rise of the hero, and then 
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his fall. But, however this question may be decided, one 
striking peculiarity remains, and is the cause of the unique 
effect of Othello. In the first half of the play the main conflict, 
is merely incubating; then it bursts into life, and goes storming, 
without intermission or change of direction, to its close. Now, 

‘in this peculiarity Othello is quite unlike the other tragedies; 
and in the consequent effect, which is that the second half 
of the drama is immeasurably more exciting than the first, 
it is approached only by Antony and Cleopatra. I shall there- 
fore reserve it for separate consideration, though in proceeding 
to speak further of Shakespeare’s treatment of the tragic 
conflict I shall have to mention some devices which are us 
in Othello as well as in the other tragedies. 


3 


Shakespeare’s general plan, we have seen, is to show one 
set of forces advancing, in secret or open opposition to the 
other, to some decisive success, and then driven downward 
to defeat by the reaction it provokes. And the advantages 
of this plan, as seen in such a typical instance as Julius Caesar, 
are manifest. It conveys the movement of the conflict to the 
mind with great clearness and force. It helps to produce the 
impression that in his decline and fall the doer’s act is returning 
on his own head. And, finally, as used by Shakespeare, it 
makes the first half of the play intensely interesting and drama- 
tic. Action which effects a striking change in an existing 
situation is naturally watched with keen interest; and this 
we find in some of these tragedies. And the spectacle, which 
others exhibit, of a purpose forming itself and, in spite of 
outward obstacles and often of inward resistance, forcing its 
way onward to a happy consummation or a terrible deed, not 

_ only gives scope to that psychological subtlety in which Shake- 
spears is scarcely rivalled, but is also dramatic in the highest 
egree. 

But when the crisis has been reached there come difficulties 
and dangers, which, if we put Shakespeare for the moment 
out of mind, are easily seen. An immediate and crushing 
counter-action would, no doubt, sustain the interest, but it 
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would precipitate the catastrophe, and leave a feeling that 
there has been too long a preparation for a final effect so 
brief. What seems necessary is a momentary pause, followed 
by a counter-action which mounts at first slowly, and after- 
wards, as it gathers force, with quickening speed. And yet the 
result of this arrangement, it would seem, must be, for a time, 
a decided slackening of tension. Nor is this the only difficulty. 
The persons who represent the counter-action and now take 
the lead, are likely to be comparatively unfamiliar, and there- 
fore unwelcome, to the audience; and, even if familiar, they 
are almost sure to be at first, if not permanently, less inter- 
esting than those who figured in the ascending movement, 
and on whom attention has been fixed. Possibly, too, their 
necessary prominence may crowd the hero into the back- 
ground, Hence the point of danger in this method of con- 
struction seems to lie in that section of the play which follows 
the crisis and has not yet approached the catastrophe. And 
this section will usually comprise the Fourth Act, together, in 
some cases, with a part of the Third and a part of the Fifth. 
Shakespeare was so masterly a playwright, and had so 
wonderful a power of giving life to unpromising subjects, 
that to a large extent he was able to surmount this difficulty. 
But illustrations of it are easily to be found in his tragedies, 
and it is not always surmounted. In almost all of them we 
are conscious of that momentary pause in the action, though, 
as we shall see, it does not generally occur immediately after 
the crisis. Sometimes he allows himself to be driven to keep 
the hero off the stage for a long time while the counter-action 
is rising; Macbeth, Hamlet and Coriolanus during about 450 
lines, Lear for nearly 500, Romeo for about 550 (it matters 
less here, because Juliet is quite as important as Romeo). 
How can a drama in which this happens compete, in its latter 
part, with Othello? And again, how can deliberations between 
Octavius, Antony and Lepidus, between Malcolm and Mac- 
duff, between the Capulets, between Laertes and the King, 
keep us at the pitch, I do not say of the crisis, but even of the 
action which led up to it? Good critics — writers who have 
criticised Shakespeare’s dramas from within, instead of apply- 
ing to them some standard ready-made by themselves or 


44 Shakespearean Tragedy 


derived from dramas and a theatre of quite other kinds than his 
— have held that some of his greatest tragedies fall off in the 
Fourth Act, and that one or two never wholly recover them- 
selyes. And I believe most readers would find, if they examined 
their impressions, that to their minds Julius Caesar, Hamlet, 
King Lear and Macbeth have all a tendency to ‘drag’ in this 
section of the play, and that the first and perhaps also the 
last of these four fail even in the catastrophe to reach the 
height of the greatest scenes that have preceded the Fourth 
Act. I will not ask how far these impressions are justified. 
The difficulties in question will become clearer and will gain 
in interest if we look rather at the means which have been 
employed to meet them, and which certainly have in part, at 
least, overcome them. 

. (a) The first of these is always strikingly effective, sometimes 
marvellously so. The crisis in which the ascending force 
reaches its zenith is followed quickly, or even without the 
slightest pause, by a reverse or counter-blow not less emphatic 
and in some cases even more exciting. And the effect is to 
make us feel a sudden and tragic change in the direction of 
the movement, which, after ascending more or less gradually, 
now turns sharply downward. To the assassination of Caesar 
(u. i.) succeeds the scene in the Forum (m. ii.), where Antony 
carries the people away in a storm of sympathy with the dead 
man and of fury against the conspirators. We have hardly 
realised their victory before we are forced to anticipate their 
ultimate defeat and to take the liveliest interest in their chief 
antagonist. In Hamlet the thrilling success of the play-scene 
(m. i.) „1s met and undone at once by the counter-stroke of 
Hamlet’s failure to take vengeance (mı. iii.) and his misfortune 
in killing Polonius (im. iv.). Coriolanus has no sooner gained 
the consulship than he is excited to frenzy by the tribunes and 
driven into exile. On the marriage of Romeo follows im- 
mediately the brawl which leads to Mercutio’s death and the 
banishment of the hero (1. vi. and m. i.). In all of these in- 
stances excepting that of Hamlet the scene of the counter- 
stroke is at least as exciting as that of the crisis, perhaps more 
so. Most people, if asked to mention the scene that occupies 
the centre of the action in Julius Caesar and in Coriolanus, 
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would mention the scenes of Antony’s speech and Coriolanus’ 
banishment. Thus that apparently necessary pause in the 
action does not, in any of these dramas, come directly after 
the crisis. It is deferred; and in several cases it is by various 
devices deferred for some little time; e.g. in Romeo and Juliet 
till the hero has left Verona, and Juliet is told that her mar- 
riage with Paris is to take place ‘next Thursday morn’ (end 
of Act m.); in Macbeth till the murder of Duncan has been 
followed by that of Banquo, and this by the banquet-scene. 
Hence the point where this pause occurs is very rarely reached 
before the end of the Third Act. 

(b) Either at this point, or in the scene of the counter- 
stroke which precedes it, we sometimes find a peculiar effect. 
We are reminded of the state of affairs in which the conflict 
began. The opening of Julius Caesar warned us that, among 
a people so unstable and so easily led this way or that, the 
enterprise of Brutus is hopeless; the days of the Republic are 
done. In the scene of Antony’s speech we see this same people 
again. At the beginning of Antony and Cleopatra the hero is 
about to leave Cleopatra for Rome. Where the play takes, as 
it were, a fresh start after the crisis, he leaves Octavia for 
Egypt. In Hamlet, when the counter-stroke succeeds to the 
crisis, the Ghost, who had appeared in the opening scenes, 
reappears. Macbeth’s action in the first part of the tragedy 
followed on the prediction of the Witches who promised him 
the throne. When the action moves forward again after the 
banquet-scene the Witches appear once more, and make 
those fresh promises which again drive him forward. This 
repetition of a first effect produces a fateful feeling. It gen- 
erally also stimulates expectation as to the new movement 
about to begin. In Macbeth the scene is, in additi the 
greatest consequence from the purely theatri 

(c) It has yet another function. It shows 
furious irritability and purposeless savagery) t internal. 
action which accompanies the outward de of his fortunes. 
And in other plays also the exhibitio in 
forms a means by which interest is s 
section of a tragedy. There is no poii 
feel more hopeless than that where thi 
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his chance, moralises over his irresolution and determines to 
cherish now only thoughts of blood, and then departs without 
an effort for England. One purpose, again, of the quarrel- 
scene between Brutus and Cassius (1v. iii.), as also of the 
appearance of Caesar’s ghost just afterwards, is to indicate 
the inward changes. Otherwise the introduction of this famous 
and wonderful scene can hardly be defended on strictly drama- 
tic grounds. No one would consent to part with it, and it is 
invaluable in sustaining interest during the progress of the 
reaction, but it is an episode, the removal of which would not 
affect the actual sequence of events (unless we may hold that, 
but for the emotion caused by the quarrel and reconciliation, 
Cassius would not have allowed Brutus to overcome his ob- 
jection to the fatal policy of offering battle at Philippi). 

(d) The quarrel-scene illustrates yet another favourite 
expedient. In this section of a tragedy Shakespeare often 
appeals to an emotion different from any of those excited in 
the first half of the play, and so provides novelty and generally 
also relief. As a rule this new emotion is pathetic; and the 
pathos is not terrible or lacerating, but, even if painful, is 
accompanied by the sense of beauty and by an outflow of 
admiration or affection, which come with an inexpressible 
Sweetness after the tension of the crisis and the first counter- 
stroke. So it is with the reconciliation of Brutus and Cassius, 
and the arrival of the news of Portia’s death. The most 
famous instance of this effect is the scene (Iv. vii.) where Lear 
wakes up from sleep and finds Cordelia bending over him, 
perhaps the most tear-compelling passage in literature. 
Another is the short scene (rv. ii.) in which the talk of Lady 
Macduff and her little boy is interrupted by the entrance of 
the murderers, a passage of touching beauty and heroism. 
__ Another is the introduction of Ophelia in her madness (twice 
Sin different parts of rv. v.), where the effect, though intensely 
pathetic, is beautiful and moving rather than harrowing; an 
this effect is repeated in a softer tone in the description of 
Ophelia’s death (end of Act 1v.); And in Othello the passage 
where pathos of this kind reaches its height is certainly that 
where Desdemona and Emilia converse, and the willow-song 
is sung, on the eve of the catastrophe (1v. iii.). 


Construction in Shakespeare’s Tragedies 47 


(e) Sometimes, again, in this section of a tragedy we find 
humorous or semi-humorous passages. On the whole such 
passages occur most frequently in the early or middle part of 
the play, which naturally grows more sombre as it nears the 
close; but their occasional introduction in the Fourth Act, and 
even later, affords variety and relief, and also heightens by 
contrast the tragic feelings. For example, there is a touch of 
comedy in the conversation of Lady Macduff with -her little 
boy. Purely and delightfully humorous are the talk and be- 
haviour of the servants in that admirable scene where Corio- 
lanus comes disguised in mean apparel to the house of 
Aufidius (iv. v.); of a more mingled kind is the effect of the 
discussion between Menenius and the sentinels in v. ii.; 
and in the very middle of the supreme scene between the hero, 
Volumnia, and Virgilia, little Marcus makes us burst out 
laughing (v. iii). A little before the catastrophe in Hamlet 
comes the grave-digger passage, a passage ever welcome, but 
of a length which could hardly be defended on purely dramatic 
grounds; and still later, occupying some hundred and twenty 
lines of the very last scene, we have the chatter of Osric with 
Hamlet’s mockery of it. But the acme of audacity is reached 
in Antony and Cleopatra, where, quite close to the end, the 
old countryman who brings the asps to Cleopatra discourses 
On the virtues and vices of the worm, and where his last 
words, ‘Yes, forsooth: I wish you joy 0” the worm’, are fol- 
lowed, without the intervention of a line, by the glorious 
Speech, 

Give me my robe; put on my crown, I have 
Immortal longings in me. . - - 


_In some of the instances of pathos or humour just men- — 
tioned we have been brought to that part’ of the play which i 
immediately precedes, or even contains, the catastrophe. And =- 
I will add at once three remarks which refer specially to this — 
final section of a tragedy. 

f) In several plays Shakespeare makes here an appeal 
which in his own time was evidently powerful: he introduces 
scenes of battle. This is the case in Richard IM, Julius Caesar, 
King Lear, Macbeth and Antony and Cleopatra. Richard, 
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Brutus and Cassius, and Macbeth die on the battlefield. Even 
if his use of this expedient were not enough to show that battle- 
scenes were extremely popular in the Elizabethan theatre, 
we know it from other sources. It is a curious comment on 
the futility. of our spectacular effects that in our theatre these 
scenes, in which we strive after an ‘illusion’ of which the 
Elizabethans never dreamt, produce comparatively little ex- 
citement, and to many spectators are even somewhat distaste- 
ful. And although some of them thrill the imagination of 
the reader, they rarely, I think, quite satisfy the dramatic 
sense. Perhaps this is partly because a battle is not the most 
favourable place for the exhibition of tragic character; an 

it is worth notice that Brutus, Cassius and Antony do not die 


however, does make us feel the greatness of Antony, and still 
more does it help us to regard Richard and Macbeth in their 
day of doom as heroes, and to mingle sympathy and enthusi- 
sire for their defeat. 


» and of the last outburst of pride 
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and joy as he and Cleopatra meet (IV. viii.). The frank apology 
of Hamlet to Laertes, their reconciliation, and a delusive 
appearance of quiet and even confident firmness in the tone 
of the hero’s conversation with Horatio, almost blind us to 
our better. knowledge, and give to the catastrophe an added 
pain. Those in the audience who are ignorant of Macbeth, 
and who take more simply than most readers now can do the 
mysterious prophecies concerning Birnam Wood and the man 
hot born of woman, feel, I imagine, just before the catastrophe, 
a false fear that the hero may yet escape. 
(A) I will mention only one point more. In some cases 
akespeare spreads the catastrophe out, so to speak, over a 
Considerable space, and thus shortens that difficult section 
Which has to show the development of the counter-action. 
his is possible only where there is, besides the hero, some 
character who engages our interest in the highest degree, and 
With Whose fate his own is bound up. Thus the murder of 
Desdemona is separated by some distance from the death of 
Othello. The most impressive scene in Macbeth, after that of 
-Uncan’s murder, is the sleep-walking scene; and it may truly, 
not literally, be said to show the catastrophe of Lady 
acbeth. Yet it is the opening scene of the Fifth Act, and a 
umber of scenes in which Macbeth’s fate is still approaching 
Intervene before the close. Finally, in Antony and Cleopatra 
€ heroine equals the hero in importance, and here the death 
ot Antony actually occurs in the Fourth Act, and the whole of 


the Fifth is devoted to Cleopatra. 


Let us now turn to Othello and consider briefly its €x- 
ceptional scheme of construction. The advantage of this 
fe me is obvious. In the second half of the tragedy there is 
nes of ‘dragging’, of any awkward pause, any un tae Pe 
are ting of pitch, any need of scenes which, however 7 ene 
rel, more or less episodic. The tension is extreme, and i ie 
Bed only for brief intervals to permit of some slight re ist 
Bohs the moment when Iago begins to poison Othello’s min 
tai old our breath. Othello from this point onwards is bee 

inly the most exciting of Shakespeare’s plays, unless possibly 

acbeth in its first part may be held to rival it. And Othello 
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is such a masterpiece that we are scarcely conscious of any 
disadvantage attending its method of construction, and may 
even wonder why Shakespeare employed this method — at 
any rate in its purity — in this tragedy alone. Nor is it any 
answer to say that it would not elsewhere have suited his 
material. Even if this be granted, how was it that he only 
once chose a story to which this method was appropriate ? 
To his eyes, or for his instinct, there must have been some 
disadvantage in it. And dangers in it are in fact not hard 
to see. 

In the first place, where the conflict develops very slowly, 
or, as in Othello, remains in a state of incubation during the 
first part of a tragedy, that part cannot produce the tension 
proper to the corresponding part of a tragedy like Macbeth, 
and may eyen run the risk of being somewhat flat. This seems 
obvious, and it is none the less true because in Othello the 
difficulty is overcome. We may even see that in Othello a 
difficulty was felt. The First Act is full of stir, but it is so 
because Shakespeare has filled it with a kind of preliminary 
conflict between the hero and Brabantio, — a personage who 
then vanishes from the stage. The long first scene of the 
Second Act is largely occupied with mere conversations, 
artfully drawn out to dimensions which can scarcely be con- 
sidered essential to the plot. These expedients are fully justi- 
fied by their success, and nothing more consummate in their 
way is to be found in Shakespeare than Othello’s speech to 
the Senate and Tago’s two talks with Rodrigo. But the fact 
that Shakespeare can make a plan succeed does not show that 
the plan is, abstractedly considered, a good plan; and if the 
scheme of construction in Othello were placed, in the shape of 
a mere outline, before a play-wright ignorant of the actual 


drama, he would certainly, I bel; isgivings 
about the first half of the A7 r e eae ig 


There is a second 
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is very painful, if the catastrophe is not less so, and if the 
limits of the remainder of the play (not to speak of any 
other consideration) permit of very little relief. It is 
one thing to watch the scene of Duncan’s assassination at the 
beginning of the Second Act, and another thing to watch the 
murder of Desdemona at the beginning of the Fifth. If 
Shakespeare has wholly avoided this difficulty in Othello, it 
is by treating the first part of the play in such a manner. that 
the sympathies excited are predominantly pleasant and there- 
fore not exhausting. The scene in the Council Chamber, and 
the scene of the reunion at Cyprus, give almost unmixed 
happiness to the audience; however repulsive Iago may be, 
the humour of his gulling of Rodrigo is agreeable; even the 
scene of Cassio’s intoxication is not, on the whole, painful. 
Here we come to the great temptation-scene, where the con- 
flict emerges into life (m. iii.), with nerves unshaken and 
feelings much fresher than those with which we greet the 
banquet-scene in Macbeth (i. iv.), or the first of the storm- 
scenes in King Lear (m. i.). The same skill may be observed 
in Antony and Cleopatra, where, as we saw, the second half 
of the tragedy is the more exciting. But, again, the success 
due to Shakespeare’s skill does not show that the scheme of 
construction is free from a characteristic danger; and on the 
whole it would appear to be best fitted for a plot which, though 
it may cause painful agitation as it nears the end, actually 
ends with a solution instead of a catastrophe. 

But for Shakespeare’s scanty use of this method there may 
have been a deeper, though probably an unconscious, reason. 
The method suits a plot based on intrigue. It may produce 
intense suspense. It may stir most powerfully the tragic feel- 
ings of pity and fear. And it throws into relief that aspect of 
tragedy in which great or beautiful lives seem caught in the 
het of fate. But it is apt to be less favourable to the exhibition 
of character, to show less clearly how an act returns upon the 
agent, and to produce less strongly the impression of an in- 
exorable order working in the passions and actions of men, 
and labouring through their agony and waste towards good. 
Now, it seems clear from his tragedies that what appealed 
Most to Shakespeare was this latter class of effects. I do not 
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ask here whether Othello fails to produce, in the same degree 
as the other tragedies, these impressions; but Shakespeare S 
preference for them may have been one reason why he habitu- 
ally chose a scheme of construction which produces 1n the 
final Acts but little of strained suspense, and presents the 
catastrophe as a thing foreseen and following with a psycho- 
logical and moral necessity on the action exhibited in the 
first part of the tragedy. 


4 


The more minute details of construction cannot well be 
examined here, and I will not pursue the subject further. But 
its discussion suggests a question which will have occurred to 
some of my hearers. They may have asked themselves whether 
I have not used the words ‘art’ and ‘device’ and ‘expedient 
and ‘method’ too boldly, as though Shakespeare were @ 
conscious artist, and not rather a writer who constructed in 
obedience to an extraordinary dramatic instinct, as he com- 
posed mainly by inspiration. And a brief explanation on this 
head will enable me to allude to a few more points, chiefly 
of construction, which are not too technical for a lecture. 

n speaking, for convenience, of devices and expedients, 

I did not intend to imply that Shakespeare always deliberately 
aimed at the effects which he produced. But no artist always 
does this, and I see no reason to doubt that Shakespeare 
often did it, or to suppose that his method of constructing 
and composing differed, except in degree, from that of the 
most ‘conscious’ of artists. The antithesis of art and inspira- 
tion, though not meaningless, is often most misleading. In- 
spiration is surely not incompatible with considerate work 
ser iP. The two may be severed, but they need not be 50, 
and where a genuinely poetic result is being produced they 
cannot be so. The glow of a first conception must in some 
measure survive or rekindle itself in the work of planning 
and executing; and what is called a technical expedient may 
Some to a man with as sudden.a glory as a splendid image. 
erse may be easy and unpremeditated, as Milton says his 
was, and yet many a word in it may be changed many 4 
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time, and the last change be more ‘inspired’ than the original. 
The difference between poets in these matters is no doubt 
considerable, and sometimes important, but it can only be 
a difference of less and more. Itis probable that Shakespeare 
often wrote fluently, for Jonson (a better authority than 
Heminge and Condell) says so; and for anything we can tell 
he may also have constructed with unusual readiness. But 
we know that he revised and re-wrote (for instance in Love's 
Labour's Lost and Romeo and Juliet and Hamlet); it is almost 
impossible that he can have worked out the plots of his best 
plays without much reflection and many experiments; and it 
appears to me scarcely more possible to mistake the signs of 
deliberate care in some of his famous speeches. If a ‘conscious 
artist? means one who holds his work away from him, scru- 
tinises and judges it, and, if need be, alters it and alters it till 
it comes as near satisfying him as he can make it, I am sure 
that Shakespeare frequently employed such conscious art. 
If it means, again, an artist who consciously aims at the effects 
produces, what ground have we for doubting that he fre- 
quently employed such art, though probably less frequently 
than a good many other poets ? 
_ But perhaps the notion of a ‘conscious artist’ in drama 
Is that of one who studies the theory of the art, and even 
writes with an eye to its ‘rules’. And we know it was long a 
favourite idea that Shakespeare was totally ignorant of the 
rules’, Yet this is quite incredible. The rules referred to, 
such as they were, were not buried in Aristotle’s Greek nor 
even hidden away in Italian treatises. He could find pretty 
well all of them in a book so current and famous as Sidney's 
Defence of Poetry. Even if we suppose that he refused to open 
this book (which is most unlikely), how could he possibly 
remain ignorant of the rules in a society of actors and dramatists 
and amateurs who must have been incessantly talking about 
Plays and play-writing, and some of whom were ardent 
champions of the rules and full of contempt for the lawlessness 
of the popular drama ? Who can doubt that at the Mermaid 
Shakespeare heard from Jonson’s lips much more censure of 
his offences against ‘art’ than Jonson ever confided to Drum- 
mond or to paper? And is it not most probable that those 
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battles between the two which Fuller imagines, were waged 
often on the field of dramatic criticism ? If Shakespeare, then, 
broke some of the ‘rules’, it was not from ignorance. Probably 
he refused, on grounds of art itself, to trouble himself with 
rules derived from forms of drama long extinct. And it 1s 
not unlikely that he was little interested in theory as such, 
and more than likely that he was impatient of pedantic dis- 
tinctions between ‘pastoral-comical, historical-pastoral, tragi- 
cal-historical, tragical-comical-historical-pastoral, scene in- 
dividual or poem unlimited’, But that would not prove that 
he never reflected on his art, or could not explain, if he cared 
to, what he thought would be good general rules for the drama 
of his own time.: He could give advice about play-acting: 
Why should we suppose that he could not give advice about 
play-making ? 

Still Shakespeare, though in some considerable degree @ 
“conscious” artist, frequently sins against art; and if his sins 
were not due to ignorance or inspiration, they must be accoun- 
ted for otherwise. Neither can there be much doubt about 
their causes (for they have more than one cause), as we shal 
see if we take some illustrations of the defects themselves. 

. Among these are not to be reckoned certain things which 
in dramas written at the present time would rightly be counted 
defects. There are, for example, in most Elizabethan plays 
peculiarities of construction which would injure a play written 
for our stage but were perfectly well-fitted for that very different 
stage, — a stage on which again some of the best-constructe 

plays of our time would appear absurdly faulty. Or take the 
charge of improbability. Shakespeare certainly has im- 
probabilities which are defects. They are most frequent in the 
winding up of his comedies (and how many comedies are there 
in the world which end satisfactorily ?). But his improba- 
bilities are rarely psychological, and in some of his plays 
there occurs one kind of improbability, which is no defect, 
but simply a characteristic which has lost in our day much of 
its former attraction. I mean that the story, in most of the 
comedies and many of the tragedies of the Elizabethans, was 
intended to be strange and wonderful. These plays were tales 
of romance dramatised, and they were meant in part to satisfy 
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the same love of wonder to which the romances appealed. 
It is no defect in the Arthurian legends, or the old French 
Tomances, or many of the stories in the Decameron, that they 
are improbable: itis a virtue. To criticise them as though they 
were of the same species as a realistic novel, is, we should 
all say, merely stupid. Is it anything else to criticise in the 
same way Twelfth Night or As You Like It? And so, even 
when the difference between comedy and tragedy is allowed 
for, the improbability of the opening of King Lear, so often 
censured, is no defect. It is not out of character, it is only 
extremely unusual and strange. But it was meant to be so; 
like the marriage of the black Othello with Desdemona, the 
Venetian senator’s daughter. y 
To come then to real defects, (a) one may be found in 
places where Shakespeare strings together a number of scenes, 
some very short, in which the dramatis personae are frequently 
changed ; as though a novelist were to tell his story in a suc- 
cession of short chapters, in which he flitted from one group 
of his characters to another. This method shows itself here 
and there in the pure tragedies (e.g. in the last Act of Macbeth), 
ut it appears most decidedly where the historical material 
Was undramatic, as in the middle part of Antony and Cleopatra. 
t was made possible by the absence of scenery, and doubtless 
hakespeare used it because it was the easiest way out of a 
difficulty, But, considered abstractedly, it is a defective 
Method, and, even as used by Shakespeare, it sometimes Te- 
Minds us of the merely narrative arrangement common 1n 
Plays before his time. 3 
(6) We may take next the introduction or excessive develop- 
Ment of matter neither required by the plot nor essential to 
the exhibition of character: e.g. the references in Hamlet to 
heatre-quarrels of the day, and the length of the player’s 
Speech and also of Hamlet’s directions to him respecting the 
delivery of the lines to be inserted in the ‘Murder of Gon- 
zago’. All this was probably of great interest at the time 
When Hamlet was first presented; most of it we should be 
Very sorry to miss; some of it seems to bring us close to Shake- 
Speare himself; but who can defend it from the point of view 
Of constructive art? 
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? i i It 
c) Again, we may look at Shakespeare’s soliloquies. 
will be areca that a listening to a soliloquy we ought PA 
to feel that we are being addressed. And in this Teepe inly 
others, many of the soliloquies are master-pieces. But cer 3 2 
in some the purpose of giving information lies bare, FR ch 
one or two the actor openly speaks to the audience. u E 
faults are found chiefly in the early plays, though there ae 
glaring instance at the end of Belarius’s speech in Cymbe ne 
(tu. iii, 99 ff.), and even in the mature tragedies something i 
this kind may be traced. Let anyone compare, for examp s 
Edmund’s soliloquy in King Lear, 1. ii., “This is the excell 
foppery of the world’ with Edgar’s in 11. iii., and he will be 
conscious that in the latter the purpose of giving information 
is imperfectly disguised. 
(d) It Saudi be denied, further, that in many of Shake- 
speare’s plays, if not in all, there are inconsistencies and con 
tradictions, and also that questions are suggested to the reader 
which it is impossible for him to answer with certainty. For 
instance, some of the indications of the lapse of time between 
Othello’s marriage and the events of the later Acts flatly 
contradict one another; and it is impossible to make out 
whether Hamlet was at Court or at the University when his 
father was murdered, But it should be noti 
seems a defect of this ind i 


instance, the difficulty about Hamlet’s age (even if it cannot 
be resolved by the text 


alone) did not exist for Shakespeare’s 
audience. The momen i A 
clear whether the hero was twenty or thirty. And in like 
manner many questions of dramatic interpretation which 
trouble us could never have arisen when the plays were first 


11 do not discuss the general question of 
for it concerns not Shakespeare onl 


only remark that neither soliloquy nor the use 
of verse can be condemned on the 


much the same effect by E. Kilian in the Jahrbuch d. deutschen Shakespeare- 
Gesellschaft for 1903.) 
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produced, for the actor would be instructed by the author 
how to render any critical and possibly ambiguous passage. 
(I have heard it remarked, and the remark I believe is just, 
that Shakespeare seems to have relied on such instructions 
less than most of his contemporaries; one fact out of several 
which might be adduced to prove that he did not regard his 
plays as mere stage-dramas of the moment.) 

(e) To turn to another field, the early critics were no doubt 
often provokingly wrong when they censured the language of 
particular passages in Shakespeare as obscure, inflated, taste- 
less, or ‘pestered with metaphors’; but they were surely right 
in the general statement that his language often shows these 
faults. And this is a subject which later criticism has never 
fairly faced and examined. 

(f) Once more, to say that Shakespeare makes all his serious 
characters talk alike," and that he constantly speaks through 
the mouths of his dramatis personae without regard to their 
individual natures, would be to exaggerate absurdly; but it 
is true that in his earlier plays these faults are traceable in 
some degree, and even in Hamlet there are striking passages 
where dramatic appropriateness is sacrificed to some other 
Object. When Laertes speaks the lines beginning, 


For nature, crescent, does not grow alone 
In thews and bulk, 


who can help feeling that Shakespeare is speaking rather than 
Laertes? Or when the player-king discourses for more than 
twenty lines on the instability of human purpose, and when 
King Claudius afterwards insists to Laertes on the same 
subject at almost.equal length, who does not see, that Shake- 
Speare, thinking but little of dramatic fitness, wishes in part 
simply to write poetry, and partly to impress on the audience 
thoughts which will help them to understand, not the player- 
king nor yet King Claudius, but Hamlet himself, who, on 
his side, — and here quite in character — has already enlarged 
on the same topic in the most famous of his soliloquies ? 

1 If by this we mean that these characters all speak what is recognisably 


Shakespeare’s style, of course it is true; but it is no accusation. Nor does 
it follow that they all speak alike; and in fact they are far from doing so. 
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(g) Lastly, like nearly all the dramatists of his day, andog 
times much earlier; Shakespeare was fond of ‘gnomic Pii a 
sages, and introduces them probably not more freely thio J 
readers like, but more freely than, I suppose, a good Pe 
wright now would care to do. These passages, it ane ff. 
observed, are frequently rhymed (e.g. Othello, 1. iil. 201 a 
il, i. 149 ff). Sometimes they were printed in early edi 
with inverted commas round them, as are in the First Quar 
Polonius’s ‘few precepts’ to Laertes. hall 

If now we ask whence defects like these arose, We S a 
observe that some of them are shared by the majority s 
Shakespeare’s contemporaries, and abound in the „drama 
immediately preceding his time. They are characteristics © 
an art still undeveloped, and, no doubt, were not perceive 
to be defects. But though it is quite probable that in resona 
to one or two kinds of imperfection (such as the superabun 5 
ance of ‘gnomic’ passages) Shakespeare himself erred thu 
ignorantly, it is very unlikely that in most cases he did so; 
unless in the first years of his career of authorship. Ang 
certainly he never can have thought it artistic to leave ne 
sistencies, obscurities, or Passages of bombast in his work: 


Most of the defects in his writings must be due to indifference 
or want of care. 


I do not sa 


shown by some much smaller 
likely that here h 
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another mood the whole business of play-writing seemed to him 
a little thing. None of these thoughts and feelings influenced 
him when his subject had caught hold of him. To imagine 
that then he ‘winged his roving flight’ for ‘gain’ or ‘glory’, 
or wrote from any cause on earth but the necessity of expres- 
sion, with all its pains and raptures, is mere folly. He was 
possessed: his mind must have been in a white heat: he 
worked, no doubt, with the furia of Michael Angelo. And if 
he did not succeed at once — and how can even he have always 
done so ? — he returned to the matter again and again. Such 
things as the scenes of Duncan’s murder or Othello’s tempta- 
tion, such speeches as those of the Duke to Claudio and of 
Claudio to his sister about death, were not composed in an 
hour and tossed aside; and if they have defects, they have not 
what Shakespeare thought defects. Nor is it possible that his 
astonishingly individual conceptions of character can have 
been struck out at a heat: prolonged and repeated thought 
must have gone to them. But of small inconsistencies in the 
plot he was often quite careless. He seems to have finished 
off some of his comedies with a hasty and even contemptuous 
indifference, as if it mattered nothing how the people got 
married, or even who married whom, so long as enough were 
married somehow. And often, when he came to parts of his 
scheme that were necessary but not interesting to him, he 
wrote with a slack hand, like a craftsman of genius who knows 
that his natural gift and acquired skill will turn out something 
more than good enough for his audience: wrote probably 
fluently but certainly negligently, sometimes only half saying 
what he meant, and sometimes saying the opposite, and now 
and then, when passion was required, lapsing into bombast 
because he knew he must heighten his style but would not take 
the trouble to inflame his imagination. It may truly be said 
that what injures such passages is not inspiration, but the 
want of it. But, as they are mostly passages where no poet 
could expect to be inspired, it is even more true to say that 
here Shakespeare lacked the conscience of the artist who is 
determined to make everything as good as he can. Such poets 
as Milton, Pope, Tennyson, habitually show this conscience. 
They left probably scarcely anything that they felt they 
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could improve. No one could dream of saying that of 
Shakespeare, ; ‘eae 
Hence comes what is perhaps the chief difficulty in radii 
preting his works. Where his power or art is fully nar e 
really does resemble that of nature. It organises and vil a ae 
its product from the centre outward to the minutest mar ae 
on the surface, so that when you turn upon it the most sear Iy 
ing light you can command, when you dissect it and pe 
to it the test of a microscope, still you find in it nothing aad 
less, general or ‘vague, but everywhere structure, char 
individuality. In this his great things, which seem to co E 
whenever they are wanted, have no companions in literats 
except the few greatest things in Dante; and it is a fatal apea 
to allow his carelessness elsewhere to make one doubt whet! = 
here one is not seeking more than can be found. It is very pos 
sible to look for subtlety in the wrong place in Shake paa 
but in the right places it is not possible to find too much. ES 
then this characteristic, which is one source of his end n 
attraction, is also a source of perplexity. For in these pee 
his plays which show him neither in his most intense nor m z 
most negligent mood, we are often unable to decide whet a 
something that seems inconsistent, indistinct, feeble, One 
gerated, is really so, or whether it was definitely meant to Fs 
as it is, and has an intention which we ought to be able 1 
divine; whether, for example, we have before us some unuia 
trait in character, some abnormal movement of mind, ory 
surprising to us because we understand so very much less 


human nature than Shakespeare did, or whether he wante! 
to get his work done and made a sli , OF i 


adopted hastily something that would 


own conception, or even refused to trouble himself w! 
minutiae which 


which nobody ever notices in a stage performance. We know, 
well enough what Sh: 


Measure for Me 


in Hamlet are due to his ow 
speare’s want of care? 


I 


1 


BEFORE we come to-day to Hamlet, the first of our four 
tragedies, a few remarks must be made on their probable 
place in Shakespeare’s literary career. But I shall say no 
more than seems necessary for our restricted purpose, and, 
therefore, for the most part shall merely be stating widely 
accepted results of investigation, without going into the 
evidence on which they rest.* 

Shakespeare’s tragedies fall into two distinct groups, and 
these groups are separated by a considerable interval. He 

1 It may be convenient to some readers for the purposes of this book 
to have by them a list of Shakespeare’s plays, arranged in periods. No 
Such list, of course, can command general assent, but the following (which 
does not throughout represent my own views) would perhaps meet with 
as little objection from scholars as any other. For some purposes the 

rd and Fourth Periods are better considered to be one. Within each 


Period the so-called Comedies, Histories and Tragedies are respectively 
the order within 


Where Shakespeare’s authorship of any considerable part of a play is 
questioned, widely or by specially good authority, the name of the play 


Second Period (to 16022).— Merchant of Venice, All’s Well (better in 
Third Period?), Toning oP he ‘Shrew, Much Ado, As You Like It, Merry 
Wives, Twelfth Night: King John, 1 Henry IV, 2 Henry IV, Henry V; 


Third Period (to 1608?). Troilus and Cressida, Measure for Measure; 
Othello, King Sen Ths of Athens, Macbeth, Antony and Cleopatra, 


61 


62 Shakespearean Tragedy i 
. s, + 1 
_ wrote tragedy — pure, like Romeo and Juliet; historical 
Richard TII — in the early years of his career of au abou 
when he was also writing such comedies as Love’s antes 
Lost and the Midsummer-Night’s Dream. Then Pep eA d. 
lasting some half-dozen years, during which he E plays 
the most mature and humorous of his English mi Beto 
(the plays with Falstaff in them), and the best of a EE 
comedies (the plays with Beatrice and Jaques a if-dozen 
them). There are no tragedies belonging to these ae from 
years, nor any dramas approaching tragedy. But no ay EF 
about 1601 to about 1608, comes tragedy after mae TON, 
Julius Caesar, Hamlet, Othello, King Lear, Timon of ier 
Macbeth, Antony and Cleopatra and Coriolanus; an ea 
companions are plays which cannot indeed be called tens Fou 
but certainly are not comedies in the same sense as might 
Like It or the Tempest. These seven years, accordingly, Shake- 
without much risk of misunderstanding, be called ; 


5 à dies. 
Speare’s tragic period. And after it he wrote no more mea AS 
but chiefly romances more serious and less sunny 

You Like It, but not much less serene, 


5 ime when 
tragic period, of a time W 
the d en eid almost exclusively 
with deep and painful problems, has naturally helped to. 


e 

e ‘man’ also, in these years of moal 

age, from thirty-seven to forty-four, was heavily bur for 

espeare turned to tragedy not mees aa 

change, or because he felt it to be the greatest form of dr: f 

and felt himself equal to it, but also because the world the 
come to look dark and terrible to him; and even that 


tl 
Observe that this “tragic period’ would not eae 
of the division given in the last not ‘and I 
Julius Caesar and Hamlet fall in the Second Period, not the Third 33 and 
may add that, as Pericles was pntered at Stationers’ Hall in 1608 ang 


Tempest on the other), but use of 


f a Fourth Period Were admitted on 


irit. 
a difference in substance and spit! 
with Antony and Cleopatra. 


n 
grounds of form, it ought to beg! 
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railings of Thersites and the maledictions of Timon express his 
own contempt and hatred for mankind. Discussion of this 
large and difficult subject, however, is not necessary to the 
dramatic appreciation of any of his works, and I shall say 
nothing of it here, but shall pass on at once to draw attention 
to certain stages and changes which may be observed within 
the tragic period. For this purpose too it is needless to raise 
any question as to the respective chronological positions of 
Othello, King Lear and Macbeth. What is important is also 
generally admitted: that Julius Caesar and Hamlet precede 
these plays, and that Antony and Cleopatra and Coriolanus 
follow them.? 

If we consider the tragedies first on the side of their sub- 
stance, we find at once an obvious difference between the 
first two and the remainder. Both Brutus and Hamlet are 
highly intellectual by nature and reflective by habit. Both may 
even be called, in a popular sense, philosophic; Brutus may 
be called so in a stricter sense. Each, being also a ‘good’ 
man, shows accordingly, when placed in critical circumstances, 
a sensitive and almost painful anxiety to do right. And 
though they fail— of course in quite different ways — to 
deal successively with these circumstances, the failure in each 
case is connected rather with their intellectual nature and 
reflective habit than with any yielding to passion. Hence the 
name ‘tragedy of thought’, which Schlegel gave to Hamlet, 
may be given also, as in effect it has been by Professor Dowden, 
to Julius Caesar. The later heroes, on the other hand, Othello, 
Lear, Timon, Macbeth, Antony, Coriolanus, have, one and 
all, passionate natures, and, speaking roughly, we may attri- 
bute the tragic failure in each of these cases to passion, Partly 
for this reason, the later plays are wilder and stormier than 
the first two. We see a greater mass of human nature in com- 
motion, and we see Shakespeare’s own powers exhibited on a 
larger scale. Finally, examination would show that, in all 
these respects, the first tragedy, Julius Caesar, is further re- 
moved from the later type than is the second, Hamlet. 

1I should go perhaps too far if I said that it is generally admitted that 


Timon of Athens also precedes the two Roman tragedies; but its prece- 
lence seems to me so nearly certain that I assume it in what follows. 
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5 n 
ually clear. In Tago, in the ‘bad’ people of King Lear, eve 
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include even among the minor characters anyone who can be 
called villainous or horrible. Consider, finally, the impression 
left on us at the close of each. It is remarkable that this 
impression, though very strong, can scarcely be called purely 
tragic; or, if we call it so, at least the feeling of reconciliation 
which mingles with the obviously tragic emotions is here 
exceptionally well-marked. The death of Antony, it will be 
remembered, comes before the opening of the Fifth Act. 
The death of Cleopatra, which closes the play, is greeted by 
the reader with sympathy and admiration, even with exultation 
at the thought that she has foiled Octavius; and these feelings 
are heightened by the deaths of Charmian and Iras, heroically 
faithful to their mistress, as Emilia was to hers. In Coriolanus 
the feeling of reconciliation is even stronger. The whole interest 
towards the close has been concentrated on the question 
whether the hero will persist in his revengeful design of storm- 
ing and burning his native city, or whether better feelings 
will at last overpower his resentment and pride. He stands 
On the edge of a crime beside which, at least in outward dread- 
fulness, the slaughter of an individual looks insignificant. And 
when, at the sound of his mother’s voice and the sight of his 
wife and child, nature asserts itself and he gives way, although 
we know he will lose his life, we care little for that: he has 
saved his soul. Our relief, and our exultation in the power of 
goodness, are so great that the actual catastrophe which fol- 
lows and mingles sadness with these feelings leaves them but 
little diminished, and as we close the book we feel, it seems 
to me, more as we do at the close of Cymbeline than as we 
do at the close of Othello. In saying this I do not in the least 
mean to criticise Coriolanus. It is a much nobler play as it 
Stands than it would have been if Shakespeare had made the 
hero persist, and we had seen him amid the flaming ruins of 
Rome, awaking suddenly to the enormity of his deed and taking 
Vengeance on himself; but that would surely have been an 
ending mote strictly tragic than the close of Shakespeare’s 
play. Whether this close was simply due to his unwillingness 
to contradict his historical authority on a point of such 
Magnitude we need not ask. In any case Coriolanus is, in 
More than an outward sense, the end of his tragic period. It 
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marks the transition to his latest works, in which the powers 
of repentance and forgiveness charm to rest the tempest raised 
by error and guilt. A 

If we turn now from the substance of the tragedies to their 
style and versification, we find on the whole a corresponding 
difference between the earlier and the later. The usual assign- 
ment of Julius Caesar, and even of Hamlet, to the end of 
Shakespeare’s Second Period — the period of Henry V.—3s 
based mainly, we saw, on considerations of form. The general 
style of the serious parts of the last plays from English history 
is one of full, noble, and comparatively equable eloquence. 
The ‘honey-tongued’ sweetness and beauty of Shakespeare $ 
early writing, as seen in Romeo and Juliet or the Midsummer- 
Night's Dream, remain; the ease and lucidity remain ; but there 
is an accession of force and weight. We find no great change 
from this style when we come to Julius Caesar, which may be 
taken to mark its culmination. At this point in Shakespeare S 
literary development he reaches, if the phrase may be pardoned, 
a limited perfection. Neither thought on the one side, nor 
expression on the other, seems to have any tendency tO 
outrun or contend with its fellow. We receive an impression 
of easy mastery and complete harmony, but not so strong 
an impression of inner power bursting into outer life. Shake- 
speare’s style is perhaps nowhere else so free from defects, 
and yet almost every one of his subsequent plays contains 
writing which is greater. To speak familiarly, we feel in Julius 
Caesar that, although not even Shakespeare could better the 
style he has chosen, he has not let himself go. 

In reading Hamlet we have no such feeling, and in many 
parts (for there is in the writing of Hamlet an unusual variety) 
we are conscious of a decided change. The style in these P ate 
1s more rapid and vehement, less equable and less simples 
and there is a change of the same kind in the versificatio™- 
But on the whole the type is the same as in Julius Caesa" 


* That play, however, is distinguished, I think, liberate endeavor’ 
after a dignified and unadorned simplicity, —a E, perhap 
It is quite probable that this may arise in part from the fact, whi 
seems hardly doubtful, that the tragedy was revised, and in places 
written, some little time after its first composition, — 
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and the resemblance of the two plays is decidedly more marked 
than the difference. If Hamlet’s soliloquies, considered simply 
as compositions, show a great change from Jaques’s speech, 
‘All the world’s a stage’, and even from the soliloquies of 
Brutus, yet Hamlet (for instance in the hero’s interview with 
his mother) is like Julius Caesar, and unlike the later tragedies, 
in the fullness of its eloquence, and passages like the following 
belong quite definitely to the style of the Second Period: ` 


Mar. It faded on the crowing of the cock. 
Some say that ever *gainst that season comes 
Wherein our Saviour’s birth is celebrated, 

The bird of dawning singeth all night long; 

And then, they say, no spirit dare stir abroad; 
The nights are wholesome; then no planets strike, 
No fairy takes, nor witch hath power to charm, 
So hallow’d and so gracious is the time. 

Hor. So have I heard and do in part believe it. 
But, look, the morn, in russet mantle clad, 

Walks o’er the dew of yon high eastward hill. 


This bewitching music is heard again in Hamlet's farewell 
to Horatio: ' 


If thou didst ever hold me in thy heart, 

Absent thee from felicity awhile, 

And in this harsh world draw thy breath in pain, 
To tell my story. 


But after Hamlet this music is heard no more. It is followed. 
by a music vaster and deeper, but not the same. 

The changes observable in Hamlet are afterwards, and 
gradually, so greatly developed that Shakespeare's style and 
Versification at last become almost new things. It is extremely 
difficult to illustrate this briefly in a manner to which no just 
exception can be taken, for it is almost impossible to find in 
two plays passages bearing a sufficiently close resemblance to 
One another in occasion and sentiment. But I will venture to 
put by the first of those quotations from Hamlet this from 
Macbeth: 


{ 
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Dun. This castle hath a pleasant seat; the air 
Nimbly and sweetly recommends itself 
Unto our gentle senses. 
Ban. This guest of summer, 
The temple-haunting martlet, does approve, 
By his loved mansionry, that the heaven’s breath 
Smells wooingly here: no jutty, frieze, 
Buttress, nor coign of vantage, but this bird 
Hath made his pendent bed and procreant cradle; 


Where they most breed and haunt, I have observed, 
The air is delicate; 


and by the second quotation from Hamlet this from Antony 
and Cleopatra: 


The miserable change now at my end 


ment nor sorrow at; but please your thoughts 

In feeding them with those my former fortunes 
erein I lived, the greatest prince o’ the world, 

The noblest; and do now not basely die, 
Not cowardly put off my helmet to 
My countryman,—a Roman by a Roman 
Valiantly vanquish’d, Now my spirit is going; 
I can no more, 


It would be almost a d 
how greatly these two passages, and especially the eee 
differ in effect from those in Hamlet, written perhaps five Si 
SIX years earlier. The versification, by the time we Laer 
Antony and Cleopatra, has assumed a new type; and althove: 
this change would appear comparatively slight- in a typte 


passages, is heightened. 


sometimes more swelling, even-tumid. It is also more concen 
trated, rapid, varied, and, in construction, less regular, ng 
seldom twisted or elliptical. It is, therefore, not so easy 22 
lucid and in the more ordinary dialogue it is sometimes involve 
and obscure, and from these and other causes deficient 1 
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charm.? On the other hand, it is always full of life and move- 
ment, and in great passages produces sudden, strange, ‘electri- 
fying effects which are rarely found in earlier plays, and not so 
often even in Hamlet. The more pervading effect of beauty 
gives place to what may almost be called explosions of sub- 
limity or pathos. ` 

There is room for differences of taste and preference as 
regards the style and versification of the end of Shakespeare’s 
Second Period, and those of the later tragedies and last 
Tomances. But readers who miss in the latter the peculiar en- 
chantment of the earlier will not deny that the changes in form 
are in entire harmony with the inward changes. If they object 
to passages where, to exaggerate a little, the sense has rather 
to be discerned beyond the words than found in them, and 
if they do not wholly enjoy the movement of so typical a 
Speech as this, 


Yes, like enough, high-battled Caesar will 
Unstate his happiness, and be staged to the show, 
Against a sworder! I see men’s judgments are 
A parcel of their fortunes; and things outward 
Do draw the inward quality after them, 
To suffer all alike. That he should dream, 
Knowing all measures, the full Caesar will 
Answer his emptiness! Caesar, thou hast subdued 
` His judgment too, 
they will admit that, in traversing the impatient throng of 
thoughts not always completely embodied, their minds move 
through an astonishing variety of ideas and experiences, and 
that a style less generally poetic than that of Hamlet is also 
a style more invariably dramatic. It may be that, for the pur- 
Poses of tragedy, the highest point was reached during the 
Progress of these changes, in the most critical passages of 
Othello, King Lear and Macbeth.? 
1 This, if we confine ourselves to the tragedies, is, I think, especially 
the case in King Lear and Timon. X 
The first, at any rate, of these three plays is, of course, much nearer to 
Hamlet, especially in versification, than to Antony and Cleopatra, in which 
hakespeare’s final style first shows itself practically complete. It has 
cen impossible, in the brief treatment of this subject, to say what is 


tequired of the individual plays. 
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brother; and Laertes, like Hamlet, has a father slain, and 
feels bound to avenge him. And with this parallelism in 
situation there is a strong contrast in character; for both 
Fortinbras and Laertes possess in abundance the very quality 
which the hero seems to lack, so that, as we read, we are 
tempted to exclaim that either of them would have accom- 
plished Hamlet’s task in a day. Naturally, then, the tragedy 
of Hamlet with Hamlet left out has become the symbol of 
extreme absurdity; while the character itself has probably 
exerted a greater fascination, and certainly has been the subject 
of more discussion, than any other in the whole literature of 
the world, bon 
_ Before, however, we approach the task of examining it, 
it is as well to remind ourselves that the virtue of the play 
by no means wholly depends on this most subtle creation. 
We are all aware of this, and if we were not so the history of 
Hamlet, as a stage-play, might bring the fact home to us. 
It is to-day the most popular of Shakespeare’s tragedies on 
Our stage; and yet a large number, perhaps even the majority 
of the spectators, though they may feel some mysterious 
attraction in the hero, certainly do not question themselves 
about his character or the cause of his delay, and would still. 
find the play exceptionally effective, even if he were an ordinary 
rave young man and the obstacles in his path were purely 
external. And this has probably always been the case. Hamlet 
seems from the first to have been a favourite play; but until 
late in the eighteenth century, I believe, scarcely a. critic 
showed that he perceived anything specially interesting in 
the character. Hanmer, in 1730, to be sure, remarks that 
there appears no reason at all in nature why this young prince 
did not put the usurper to death as soon as possible ; but it 
oes not even cross his mind that this apparent absurdity’ is 
odd and might possibly be due to some design on the part of 
the poet. He simply explains the absurdity by observing that, 
if Shakespeare had made the young man g0 ‘naturally to work’, 
the play would have come to an end at once ! Johnson, in 
ke manner, notices that “Hamlet is, through the whole piece, 
tather an instrument than an agent’, but it does not occur 
to him that this peculiar circumstance can be anything but a 
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_ view, for example, that Hamlet, being a disguised yomen to 
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Ophelia; or the view that, being a very clever and wici the 
young man who wanted to oust his innocent uncle from 
throne, he ‘faked’ the Ghost with this intent. 


3 let, 
The Mirror, 18th April, 1780, quoted by Furness, Variorum Haml 
ii. 148. In the above remarks I fe Telied AERE on Furness’s collectio? 
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But, before we come to our types of theory, it is necessary 
to touch on an idea, not unfrequently met with, which would 
Make it vain labour to discuss or propose any theory at all. 
It is sometimes said that Hamlet’s character is not only intri- 
cate but unintelligible. Now this statement might mean 
something quite unobjectionable and even perhaps true and 
important. It might mean that the character cannot be wholly 
understood. As we saw, there may be questions which we 
cannot answer with certainty now, because we have nothing 
but the text to guide us, but which never arose for the spectators 
who saw Hamlet acted in Shakespeare’s day; and we shall 
have to refer to such questions in these lectures. Again, it may 
be held without any improbability that, from carelessness Or 
because he was engaged on this play for several years, Shake- 
Speare left inconsistencies in his exhibition of the character 
which must prevent us from being certain of his ultimate 
Meaning. Or, possibly, we may be baffled because he has 
illustrated in it certain strange facts of human nature, which 
he had noticed but of which we are ignorant. But then all 
this would apply in some measure to other characters 1n 
Shakespeare, and it is not this that is meant by the statement 
that Hamlet is unintelligible. What is meant 1s that Shake- 
Speare intended him to be so, because he himself was feeling 
strongly, and wished his audience to feel strongly, what a 
mystery life is, and how impossible it is for us to under- 
stand it. Now here, surely, we have mere confusion of mind. 

he mysteriousness of life is one thing, the psychological 
Unintelligibility of a dramatic character is quite another; and 
the second does not show the first, it shows only the incapacity 
or folly of the dramatist. If it did show the first, it would be 
very easy to surpass Shakespeare in producing a sense of 
Mystery: we should simply have to portray an absolutely 
Nonsensical character. Of course Hamlet appeals powerfully 
© our sense of the mystery of life, but so does every £00 
tragedy ; and it does so not because the hero is an enigma to us, 
ut because, having a fair understanding of him, we feel how 
strange it is that strength and weakness should be so mingled 
in one soul, and that this soul should be doomed to such 
Misery and apparent failure. ; : 
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do not remember the text. But no unsophisticated mind, fresh 
from the reading of Hamlet, will accept it; and, as soon as we 
begin to probe it, fatal objections arise in such numbers that 
I choose but a few, and indeed I think the first of them is 
enough. 

(a) From beginning to end of the play, Hamlet never makes 
the slightest reference to any external difficulty. How is it 
Possible to explain this fact in conformity with the theory ? 
For what conceivable reason should Shakespeare conceal 
from us so carefully the key to the problem ? 

(b) Not only does Hamlet fail to allude to such difficulties, 
but he always assumes that he can obey the Ghost, and he 
Once asserts this in so many words (‘Sith I have cause and will 
and strength and means To do’t,’ 1V. iv. 45). : 

(c) Again, why does Shakespeare exhibit Laertes quite 
easily raising the people against the King? Why but to show 

ow much more easily Hamlet, whom the people loved, could 
have done the same thing, if that was the plan he preferred ? 

(d) Again, Hamlet did not plan the play-scene in the hope 
that the King would betray his guilt to the court. He planned 
It, according to his own account, in order to convince himself 

y the King’s agitation that the Ghost had spoken the truth. 
This is perfectly clear from 1. ii. 625 ff and from m. ii. 80 ff. 
ome readers are misled by the words in the latter passage: 


if his occulted guilt 
Do not itself unkennel in one speech, 
It is a damned ghost that we have seen. 
The meaning obviously is, as the context shows, “if his hidden 
guilt do not betray itself on occasion of one speech’, viz., the 
ozen or sixteen lines’ with which Hamlet has furnished 
the player, and of which only six are delivered, because the 
ng does not merely show his guilt in his face (which was all 


Tt may be as well to add that, although Hamlet’s own account 
Of his reason for arranging the play-scene may be questioned, 
he speaks of killing 


him when he is drunk asleep, when he is in his rage, when he is awake in 
ae when he is gaming, as if there were in none of these cases the least 
Stacle (m, iii. 89 ff.). 


, 
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the two soliloquies where he reviews his position (u. ii., ‘O 
what a rogue and peasant slave am I; and Iv. iv., ‘How all 
occasions do inform against me’) he reproaches himself 
bitterly for the neglect of his duty. When he reflects on the 
possible causes of this neglect he never mentions among 
them a moral scruple. When the Ghost appears in the Queen’s 
chamber, he confesses, conscience-stricken, that, lapsed in 
time and passion, he has let go by the acting of its command ; 
but he does not plead that his conscience stood in his way. 
The Ghost itself says that it comes to whet his ‘almost blunted 
purpose’ ; and conscience may unsettle a purpose but does not 
blunt it. What natural explanation of all this can be given 
on the conscience theory ? 7 
And now what can be set against this evidence ? One soli- 
tary passage.2 Quite late, after Hamlet has narrated to 
Horatio the events of his voyage, he asks him (v. ii. 63): 


Does it not, think’st thee, stand me now upon— 

He that hath kill’d my king and whored my mother, 
Popp’d in between the election and my hopes, 

Thrown out his angle for my proper life, : 

And with such cozenage—is't not perfect conscience 

To quit him with this arm? and is't not to be damn’d 

To let this canker of our nature come : 
In further evil? 3 


‘It is surprising to find quoted, in support of the conscience view, 
the line “Thus ESS Jos make cowards of us all’, and to observe 
the total misinterpretation of the soliloquy To be or not to be, from which 
the line comes, In this soliloquy Hamlet is not thinking of the duty laid 
upon him at all. Heis debating the question of suicide. No one oppres 
by the ills of life, he says, would continue to bear them if it were not for 
Speculation about his possible fortune in another life. And then, general- 
ising, he says (what applies to himself, no doubt, though he shows no 
Consciousness of the fact) that such speculation or reflection makes men 
hesitate and shrink like cowards from great actions and enterprises. 

Conscience’ does not mean moral sense or scrupulosity, but this reflec- 
tion on the consequences of action. It is the same thing as the “craven 
scruple of thinking too precisely on the event’ of the speech in Iv. 1v. 

Ís to the use of ‘conscience’, see Schmidt, s.v. and the parallels there 
given. The Oxford Dictionary also gives many examples of similar uses of 
teonscience," though it unfortunately lends its authority to the misin- 
‘€rpretation criticised. À s 
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Here, certainly, is a question of conscience in the ae 
present sense of the word; and, it may be said, does Moh sl 
show that all along Hamlet really has been deterred r” cast 
scruples? But I ask first how, in that case, the ae Da 
adduced are to be explained : for they must be explaine > ae 
ignored. Next, let the reader observe that even if this pa his 
did show that one hindrance to Hamlet’s action KEA J 
conscience, it by no means follows that this was the al a 
the chief hindrance, And, thirdly, let him observe, an acne 
him ask himself whether the coincidence is a mere acci i i 
that Hamlet is here almost repeating the words he use 
vain self-reproach some time before (Iv. iv. 56): 


How stand I then, 
That have a father kill’d, a mother stain’d, 


Excitements of my reason and my blood, 

And let all sleep? id 
Is it not clear that he is speculating just as vainly now, ae 
that this question of conscience is but one of his many that 
conscious excuses for delay? And, lastly, is it not so tion, 
Horatio takes it? He declines to discuss that unreal ques 
and answers simply, 

It must be shortl. 
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conscience remains below the surface that he fails to recognise 
it, and fancies he is hindered by cowardice or sloth or passion 
or what not; but it emerges into light in that speech to Horatio. 
And it is just because he has this nobler moral nature in him 
that we admire and love him.’ 

Now I at once admit not only that this view is much more 
attractive and more truly tragic than the ordinary conscience 
theory, but that it has more verisimilitude. But I feel no doubt 
that ‘it does not answer to Shakespeare’s meaning, and I 
Will simply mention, out of many objections to it, three which 
seem to be fatal. (a) If it answers to Shakespeare’s meaning, 
why in the world did he conceal that meaning until the last 
Act? The facts adduced above seem to show beyond question 
that, on the hypothesis, he did so. That he did so is surely 
next door to incredible. In any case, it certainly requires an 
explanation, and certainly has not received one. (b) Let us 
test the theory by reference to a single important passage, 
that where Hamlet finds the King at prayer and spares him. 
The reason Hamlet gives himself for sparing the King is that, 
if he kills him now, he will send him to heaven, whereas he 
desires to send him to hell. Now, this reason may be an un- 
conscious excuse, but is it believable that, if the real reason 
had been the stirrings of his deeper conscience, that could have 
masked itself in the form of a desire to send his enemy’s soul 
to hell? Is not the idea quite ludicrous ? (c) The theory re- 
quires us to suppose that, when the Ghost enjoins Hamlet to 
avenge the murder of his father, it is laying on him a duty which 
We are to understand to be no duty but the very reverse. And 
is not that supposition wholly contrary to the natural impres- 
sion which we all receive in reading the play? Surely it is 
clear that, whatever we in the twentieth century may think 
about Hamlet’s duty, we are meant in the play to assume that 
he ought to hayeobeyed the Ghost. 

The conscience theory, then, in either of its forms we must 
reject. But it may remind us of points worth noting. In the 

st place, it is certainly true that Hamlet, in spite of some 
appearances to the contrary, was, as Goethe said, of a most 
Moral nature, and had a great anxiety to do right. In this 
anxiety he resembles Brutus, and it is stronger in him than 


we 
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tic hi e 
in any of the later heroes. And, secondly, it is highly probara 
that in his interminable broodings the kind of parayi a 
which he was stricken masked itself in the shape o: And 
scientious scruples as well as in many other shapes. Lau 
finally, in his shrinking from the deed there was prona FE 
together with much else, something which may be oon 
moral, though not a conscientious, repulsion: I mean a PG. 
nance to the idea of falling suddenly on a man who cop Balt 
defend himself, This, so far as we can see, was t PRATS 
plan that Hamlet ever contemplated. There is no pa ‘hat 
evidence in the play that he regarded it with the aversio’ an 
any brave and honourable man, one must suppose, watts 
feel for it; but, as Hamlet certainly was brave and honouré 
we may presume that he did so. 


A tal 
(3) We come next to what may be called the sentimen 
view of Hamlet, a view com 


nature, without th 
beneath a burde 
away’. When thi 


2 inks 
e strength of nerve which forms a erste 
n which it cannot bear and must no 


on anothe; 4 
tate leaves Hamlet a preat Nature which you can admire Peal 
even revere. But for the “sentimental? Hamlet you can ies 
only pity not unmingled with contempt. Whatever else he 15; 
he is no hero, 

But consider the text, This s 


i his shrinking, flower-like sos 62 
how could he Possibly have done what we see Hamlet 
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What likeness to him is there in the Hamlet who, summoned 
by the Ghost, bursts from his terrified friends with the cry: 


Unhand me, gentlemen! 
By heaven, I’ll make a ghost of him that lets me; 


the Hamlet who scarcely once speaks to the King without an 
insult, or to Polonius without a gibe; the Hamlet who storms 
at Ophelia and speaks daggers to his mother; the Hamlet _ 
who, hearing a cry behind the arras, whips out his sword i 

an instant and runs the eavesdropper through; the Hamle 
who sends his ‘school-fellows’ to their death and never 
troubles his head about them more; the Hamlet who is the 
first man to board:a pirate ship, and who fights with Laertes 
in the grave; the Hamlet of the catastrophe, an omnipotent 
fate, before whom all the court stands helpless, who, as the 
truth breaks upon him, rushes on the King, drives his foil 
tight through his body, then seizes the poisoned cup and 
forces it violently between the wretched man’s lips, and in the 
throes of death has force and fire enough to wrest the cup from 
Horatio’s hand (‘By heaven, I'll have it !?) lest he should 
drink and die? This man, the Hamlet of the play, is a heroic, 
terrible figure. He would have been formidable to Othello 
or Macbeth. If the sentimental Hamlet had crossed him, he 
mould have hurled him from his path with one sweep of his 

Tm, 

This view, then, or any view that approaches it, 1s grossly 
Unjust to Hamlet, and turns tragedy into mere pathos. But, 
on the other side, it is too kind to him. It ignores the hardness 
and cynicism which were indeed no part of his nature, but yet, 
in this crisis of his life, are indubitably present and painfully 
marked. His sternness, itself left out of sight by this theory, 
Is no defect; but he is much more than stern. Polonius 
Possibly deserved nothing better than the words addressed 
to his corpse: wy 


Thou wretched, rash, intruding fool, farewell! 
I took thee for thy better: take thy fortune: 
Thou find’st to be too busy is some danger; 
_1 The King does not die of the poison on the foil, like Laertes and 
Hamlet, They Nri before he was, but they die after him. 
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yet this was Ophelia’s father, and, whatever he deserved, it 
pains us, for Hamlet’s sake, to hear the words: 


This man shall set me packing: 
TIl lug the guts into the neighbour room. 


There is the same insensibility in Hamlet’s language about the 
fate of Rosencrantz and Guildenstern; and, observe, their 
leaths were not in the least required by his purpose. Grant, 
again, that his cruelty to Ophelia was partly due to mis- 
understanding, partly forced on him, partly feigned; still one 
surely cannot altogether so account for it, and still less can 
One so account for the disgusting and insulting grossness © 
his language to her in the play-scene. I know this is said to 
be merely an example of the custom of Shakespeare’s time. 
But it is not so. It is such language as you will find addressed 
to a woman by no other hero of Shakespeare’s, not even 1n 
that dreadful Scene where Othello accuses Desdemona. 
i hese things, or to try to soften 
l turally make on one. That this 
embitterment, callousness, grossness, brutality, should be 
induced on a soul so pure and noble is profoundly tragic; 


and Shakespeare’s business was to show this tragedy, not to 
int + gedy, 

paint an ideally beautiful soul i disturbed by 
tH il oft 1 unstained and undi: 


nd the anguish of conscious failure- 


„erence to my point in the Paragraph above; but there is nO 
warrant in the text for the assertio; nOi i ords of 
Queen (rv. i. 24A ate n. It is based on some wi 


i A ‘Ou; i beca e heat! 
S E thar Waa h need ees man’s 
A tone: help, help? And in thi scene she has com 
straight from the interview witi her p Teas ith 
T n tl Son, t ken wi 
‘sighs’ and ‘profound heaves’, in the night ERR Ee OW what 
Hamlet said to the body, and of the bo t f 


şe 


dy, in that interview; and there Ís — 


va 
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(4) There remains, finally, that class of view which may be 
named after Schlegel and Coleridge. According to this, 
Hamlet is the tragedy of reflection. The cause of the hero’s 
delay is irresolution ; and the cause of this irresolution is excess 
of the reflective or speculative habit of mind. He has a general 
intention to obey the Ghost, but ‘the native hue of resolution 
is sicklied o’er with the pale cast of thought’. He is ‘thought- 
sick’, ‘The whole’, says Schlegel, “is intended to show how a — 
calculating consideration which aims at exhausting, so far as 
human foresight can, all the relations and possible conse- 
quences of a deed, cripples* the power of acting. . . . Hamlet 
is a hypocrite towards himself; his far-fetched scruples are 
often mere pretexts to cover his want of determination .. - 
He has no firm belief in himself or in anything else. . . - He 
loses himself in labyrinths of thought.’ So Coleridge finds in 
Hamlet ‘an almost enormous intellectual activity and a pro- 
Portionate aversion to real action consequent upon it’ (the 
aversion, that is to say, is consequent on the activity). Professor 

owden objects to this view, very justly, that it neglects the 
emotional side of Hamlet’s character, ‘which is quite as 1m- 
Portant as the intellectual’; but, with this supplement, he 
appears on the whole to adopt it. Hamlet, he says, “loses 2 
sense of fact because with him each object and event transforms 
and expands itself into an idea . - He cannot steadily 

€ep alive within himself a sense of the importance of any 
Positive, limited thing, — a deed, for example’. And Professor 


assuredly no sound of tears in the voice that said those things and others. 
he only sign of relenting is in the words (tm. iv. 171): 
For this same lord, 
I do repent: but heaven hath pleased it so, 
To punish me with this and this with me, 
Hi That I must be their scourge and minister. | 
is mother’s statement, therefore, is almost certainly untrue, though it 
uay be to her credit, (It is just conceivable that Hamlet wept at ill. 1V. 
30, and that the Queen supposed he was weeping for Polonius.) s 
Perhaps, however, he may have wept over Polonius’s body afterwards? 
ell, in the next scene (Iv. ii.) we see him alone with the body, and are 


therefore likely to witness his genuine feelings. And his first words are, 
afely stowed °! 
“Not ‘ must cripple’, as the English translation has it. 


> 
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iti lets 
Dowden explains this condition by reference to Ham 


irt; 
life. ‘When the play opens he has reached the age oer 
years . . . and he has received culture of every kind ex °P led 
culture of active life. During the reign of the SooS soul 
elder Hamlet there was no call to action for his a a baaie 
He has slipped on into years of full manhood sti a ihe in 
of the university, a student of philosophies, an bee oT. 
art, a ponderer on the things of life and death, who ay his 
formed a resolution or executed a deed’ (Shakespeare, 
Mi d Art, 4th ed., pp. 132, 133). tonni 
On the whole, the Schlegel-Coleridge theory (wit He 
out Professor Dowden’s modification and amplifica d with 
the most widely received view of Hamlet’s character. © es 
it we come at last into close contact with the text of t re ae 
It not only answers, in some fundamental respects, 


5 up-, 
general impression produced by the drama, but it can be sup 


; 5 h 
orted by Hamlet’s own words in his soliloquies — suc 
words, REAR, as those about the native hue of reso RN 
or those about the craven scruple of thinking too preci yet 
the event. Itis confirmed, also, by the contrast between Hens 
on the one side, and Laertes and Fortinbras on the o K 
and, further, by the occurrence of those words of the Kine 
Laertes (1v. vii. 119 f.), which, if they are not in character, 


7 Š ke- 
are all the more important as showing what was in Sha 
Speare’s mind at the time: 


£ ` that we would do ay es 
We should do when we Would ; for this “would ” changes, 
And hath abatements an 


d delays as many 
As there are tongues, are hands, are accidents ; 
And then this “should” is Ji 


is like a spendthrift sigh 
That hurts by easing, 
ont 


And, lastly, even if the view i 
= cription given by its adherents 


it goes, a true description. The 
in an endless brooding on the 
his action does not proceed fro 
but is sudden and impulsive, € 


Dai 


energy of resolve is dissipated 
deed required. When he aa. 
m this deliberation and analyse 
voked by an emergency in whic 
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he has no time to think. And most of the reasons he assigns 
for his procrastination are evidently not the true reasons, but 
unconscious excuses. 

Nevertheless this theory fails to satisfy. And it fails not 
merely in this or that detail, but as a whole. We feel that its 
Hamlet does not fully answer to our imaginative impression. 
He is not nearly so inadequate to this impression as the 
sentimental Hamlet, but still we feel he is inferior to Shake- 
speare’s man and does him wrong. And when we come to 
examine the theory we find that it is partial and leaves much 
unexplained. I pass that by for the present, for we sl all see, 
I believe, that the theory is also positively misleading, and 
ee a most important way. And of this I proceed to- 
speak. 

Hamlet’s irresolution, or his aversion to real action, is,“ 
according to the theory, the direct result of “an almost enor- 
mous intellectual activity’ in the way of ‘a calculating con- 
Sideration which attempts to exhaust all the relations and 
Possible consequences of a deed’. And this again proceeds 
from an original one-sidedness of nature, strengthened by 
habit, and, perhaps, by years of speculative inaction. The 
theory describes, therefore, a man in certain respects like 
Coleridge himself, on one side a man of genius, on the other 
Side, the side of will, deplorably weak, always procrastinating 
and avoiding unpleasant duties, and often reproaching himself 
in vain; a man, observe, who at any time and in any circum- - 
stances would be unequal to the task assigned to Hamlet. 
And thus, I must maintain, it degrades Hamlet and travesties 
the play. For Hamlet, according to all the indications in the 
text, was not naturally or normally such a man, but rather, I 
Venture to affirm, a man who at any other time and in any 
other circumstances than those presented would haye 
Perfectly equal to his task; and it is, in fact, the very Orne 
of his fate that the crisis of his life comes on him at the one 
Moment when he cannot meet it, and when his highest gifts, 
instead of helping him, conspire to paralyse him. This aspect 
of the tragedy the theory quite misses; and it does so because 
it misconceives the cause of that irresolution which, on the 
whole, it truly describes. For the cause was not directly or 
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mainly an habitual excess of teflectiveness. The direct oa 
was a state of mind quite abnormal and induced by ae 
circumstances, — a state of profound melancholy. Now, ‘he 
let's reflectiveness doubtless played a certain part BRR Si 
production of that melancholy, and was thus one n ace 
contributory cause of his irresolution. And, again, pa, 
ancholy, once established, displayed, as one of its pak: A 
an excessive reflection on the required deed. But exce 5 
reflection was not, as the theory makes it, the direct cael 
the irresolution at all; nor was it the only indirect ees 
and in the Hamlet of the last four Acts it is to be consi 
rather a symptom of his state than a cause of it. but 
These assertions may be too brief to be at once clear, 
I hope they will presently become so. 


3 


flective and indisposed to action, Nobody who knew him sceme 
to have noticed this weakness. Nobody regards him as a bart A 
rmed a resolution or execute v 
certainly would not much adm 


Spect; and he is the favouri 


* He says so to Horatio whom he has no motive for deceiving (V. ii. 
218). His contrarystatement (11, ii. 308) is made to Rosencrantz and Guilden 
stern. f 
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he must normally have been charmingly frank, courteous and 
kindly to everyone, of whatever rank, whom he liked or 
respected, but by no means timid or deferential to others; 
_ indeed, one would gather that he was rather the reverse, and 
also that he was apt to be decided and even imperious if 
thwarted or interfered with. He must always have been fear- 
less, — in the play he appears insensible to fear of any or- 
dinary kind. And, finally, he must have been quick and 
impetuous in action; for it is downright impossible that the 
man we see rushing after the Ghost, killing Polonius, dealing 
with the King’s commission on the ship, boarding the pirate, 
leaping into the grave, executing his final vengeance, could 
ever have been shrinking or slow in an emergency. Imagine 
Coleridge doing any of these things ! 1 
If we consider all this, how can we accept the notion that 
Hamlet’s was a weak and one-sided character? ‘Oh, but he 
Spent ten or twelve years at a University P Well, even if he 
did, it is possible to do that without becoming the victim of 
excessive thought. But the statement that he did rests upon 
a most insecure foundation.? 
Where then are we to look for the seeds of danger ? 
(1) Trying to reconstruct from the Hamlet of the play, one 
Would not judge that his temperament was melancholy in the 
Present sense of the word; there seems nothing to show that; 
but one would judge that by temperament he was inclined to 
Nervous instability, to rapid and perhaps extreme changes of 
feeling and mood, and that he was disposed to be, for the 
- time, absorbed in the feeling or mood that possessed. him, 

Whether it were joyous or depressed. This temperament the 
: Elizabethans would have called melancholic; and Hamlet 

Seems to be an example of it, as Lear is of a temperament 
mixedly choleric and sanguine. And the doctrine of tempera- 
ments was so familiar in Shakespeare’s time — as Burton, 
and earlier prose-writers, and many of the dramatists show — 
mat Shakespeare may quite well have given this temperament 
to Hamlet consciously and deliberately. Of melancholy in 
its developed form, a habit, not a mere temperament, he often 
Speaks. He more than once laughs at the passing and half- 

1 See Note B. 
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P cs John in 

itious melancholy of youth and love; in Don l 
TER Ado he had A the sour and surly melan 
of discontent; in Jaques a whimsical self-pleasing Ts a melans 
in Antonio in the Merchant of Venice a quiet but Eais EEE 
choly, for which neither the victim nor his friends ran soi 

any cause.! He gives to Hamlet a temperament w ich ota 

not develop into melancholy unless under some exc pr see 
Strain, but which still involved a danger. In the pay any 
the danger realised, and find a melancholy quite pa, 
that Shakespeare had as yet depicted, because the temp! 
of Hamlet is quite different. j et 

(2) Next, TSi be mistaken in attributing to the He 
of earlier days an exquisite sensibility, to which we m ning it 
the name ‘moral’, if that word is taken in the wide mea days, 
ought to bear. This, though it suffers cruelly in ee anes 
as we saw in criticising the sentimental view of Ham b > ness 
deserts him; it makes all his cynicism, grossness and ha 


SERA S ; ctive 
appear to us morbidities, and has an inexpressibly attra 
and pathetic effect, 


inaction how like 
god !’ This is no common 
of a heart thrilled with we 


t -m indif- 
to suicide, but it makes him ad 
speeches in the trial-scene sho 
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signs of any such feeling towards his mother, though many 
signs of love, it is characteristic that he evidently never enter- 
tained a suspicion of anything unworthy in her, — char- 
acteristic, and significant of his tendency to see only what is 
good unless he is forced to see the reverse. For we find this 
tendency elsewhere, and find it going so far that we must call 
it a disposition to idealise, to see something better than what is 
there, or at least to ignore deficiencies. He says to Laertes, 
I loved you ever’, and he describes Laertes as a ‘very noble 
youth’, which he was far from being. In his first greeting of 
Rosencrantz and Guildenstern, where his old self revives, We 
trace the same affectionateness and readiness to take men at 
their best. His love for Ophelia, too, which seems strange to 
some, is surely the most natural thing in the world. He saw her 
innocence, simplicity and sweetness, and it was like him to 
ask no more; and it is noticeable that Horatio, though entirely 
worthy of his friendship, is, like Ophelia, intellectually not 
remarkable. To the very end, however clouded, this generous 
disposition, this ‘free and open nature’, this unsuspiciousness 
Survive. They cost him his life; for the King knew them, and 
Was sure that he was too ‘generous and free from ali con- 
triving’ to ‘peruse the foils’. To the very end, his soul, how- 
€ver sick and tortured it may be, answers instantaneously 
When good and evil are presented to it, loving the one and 
hating the other, He is called a sceptic who has no firm 
elief in anything, but he is never sceptical about them. 
. And the negative side of his idealism, the aversion to evil, 
1S perhaps even more developed in the hero of the tragedy 
than in the Hamlet of earlier days. Itis intensely characteristic. 
(i Othing, I believe, is to be found elsewhere in Shakespeare 
Unless in the rage of the disillusioned idealist Timon) of 
quite the same kind as Hamlet’s disgust at his uncle’s drunken- 
ness, his loathing of his mother’s sensuality, his astonishment 
sad horror at her shallowness, his contempt for everything 
Pretentious or false, his indifference to everything merely 
external. This last characteristic appears in his choice of the 
aa Of his heart, and in a certain impatience of distinctions 
x Tank or wealth. When Horatio calls his father ‘a goodly 
ng’, he answers, surely with an emphasis on ‘man’, 
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He was a man, take him for all in all, 
T shall not look upon his like again. 


He will not listen to talk of Horatio being his ‘servant’. 
When the others speak of their ‘duty? to him, he answers, 
“Your love, as mine to you’. He speaks to the actor precisely 
as he does to an honest courtier. He is not in the least i 
revolutionary, but still, in effect, a king and a beggar are al 
one to him. He cares for nothing but human worth, and his 
Pitilessness towards Polonius and Osric and his *school- 
fellows’ is not wholly due to morbidity, but belongs in part 
to his original character, 

ow, in Hamlet’s moral sensibility there undoubtedly lay 
a danger. Any great shock that life might inflict on it wou 
be felt with extreme intensity. Such a shock might even produce 
tragic results. And, in fact, Hamlet deserves the title ‘tragedy 
of moral idealism’ quite as much as the title ‘tragedy © 
reflection’, 
__ 3) With this temperament and this sensibility we find, lastly, 
in the Hamlet of earlier days, as of later, intellectual genius. 
It is chiefly this that makes him so different from all those 


about him, good and bad alik ifferent from 
cae ae aan nd bad alike, and hardly less differ 


ite as unusual quickness of perceptia 
ity it the mental attitude, a striking rapidit 
and fertility in resource; so t i belief in 
others does not make hin Mat, when his natural 


im unwary, H: ily sees throug 
them and masters them, and ae ches 


typical helpless dreamer. Tt shows itself j ion chiefly 
: Fi $ elf in conversation chi! 

in the form of wit or humour; and, alike in conversation an 
in soliloquy, it shows itself in the form of imagination quite 


as much as in that of thought in the stricter Further, 

, sense. Furtne® 
where it takes the latter shape, as it very often does, it is not 
philosophic in the technical meaning of the word. There is 


Aes 


e can be much less like the 
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really nothing in the play to show that Hamlet ever was ‘a 
student of philosophies’, unless it be the famous lines which, 
comically enough, exhibit this supposed victim of philosophy 
as its critic: 


There are more things in heaven and earth, Horatio, 
Than are dreamt of in your philosophy.* 


His philosophy, if the word is to be used, was, like Shake- 
speare’s own, the immediate product of the wondering and 
meditating mind; and such thoughts as that celebrated one, 
‘There is nothing either good or bad but thinking makes it 
so’, surely needed no special training to produce them. Or 
does Portia’s remark, ‘Nothing is good without respect’, 
i.e., out of relation, prove that she had studied metaphysics ? 

Still Hamlet had speculative genius without being a philo- 
sopher, just as he had imaginative genius without being a poet. 
Doubtless in happier days he was a close and constant ob- 
server of men and manners, noting his results in those tables 
which he afterwards snatched from his breast to make in wild 
irony his last note of all, that one may smile and smile and bea 


villain. Again and again we remark that passion for generalisa- 


tion which so occupied him, for instance, in reflections sug- 
gested by the King’s drunkenness that he quite forgot what it 
was he was waiting to meet upon the battlements. Doubtless, 
too, he was always considering things, as Horatio thought, 
too curiously. There was a necessity in his soul driving him 
to penetrate below the surface and to question what others 
took for granted. That fixed habitual look which the world 
wears for most men did not exist for him. He was for ever 
- Unmaking his world and rebuilding it in thought, dissolving 
what to others were solid facts, and discovering what to 
others were old truths. There were no old truths for Hamlet. 
It is for Horatio a thing of course that there’s a divinity that 
` shapes our ends, but for Hamlet it is a discovery hardly won. 
And throughout this kingdom of the mind, where he felt that 
man, who in action is only like an angel, is in apprehension 

1 Of course ‘ your’ does not mean Horatio’s philosophy in particular. 
‘Your’ is used as the Gravedigger uses it when he says that ‘your water 
is a sore decayer of your . . - body.’ 


ss 
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like a god, he moved (we must imagine) more than cone 
so that even in his dark days he declares he could be bounde 
in a nutshell and yet count himself a king of infinite space, 
were it not that he had bad dreams. 

If now we ask whether any special danger lurked here, 
how shall we answer? We must answer, it seems to me, Sor 
danger, no doubt, but, granted the ordinary chances of life, 
not much.’ For, in the first place, that idea which so many 
critics quietly take for granted — the idea that the gift an 
the habit of meditative and speculative thought tend to produce 
irresolution in the affairs of life — would be found by no means 
easy to verify. Can you verify it, for example, in the lives 
of the philosophers, or again in the lives of men whom, you 
have personally known to be addicted to such speculation + 
I cannot. Of course, individual peculiarities being set ape 
absorption in any intellectual interest, together with with- 
drawal from affairs, may make a man slow and unskilful Bi 
affairs; and doubtless, individual peculiarities being again a 
apart, a mere student is likely to be more at a loss in a sudde 
and great practical emergency than a soldier or a lay 
But in all this there is no difference between a physicist, f 
historian, and a philosopher; and again, slowness, want Ee 
skill, and even helplessness are something totally differen 

from the peculiar kind of irresolution that Hamlet shows: 
The notion that speculative thinking specially tends to produc 
this is really a mere illusion, k 
the second place, even if this notion were true, it be 
appeared that Hamlet did zoz live the life of a mere student, 
much less of a mere dreamer, and that his nature was by ne 
means simply or even one-sidedly intellectual, but was healthily 
active. Hence, granted the ordinary chances of life, there WOU" 
seem to be no great danger in his intellectual «tendency an t 
habit of speculation; and I would go further and say tha 
there was nothing in them, taken alone, to unfit him even for 
the extraordinary call that was made upon him. In fact, f 
the message of the Ghost had come to him within a week © 
his father’s death, I see no Teason to doubt that he woul 
have acted on it as decisively as Othello himself, thous 
probably after a longer and more anxious deliberation. AD! 
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therefore the Schlegel-Coleridge view (apart from its descriptive 
value) seems to me fatally untrue, for it implies that Hamlet’s 
Procrastination was the normal response of an over-speculative 
nature confronted with a difficult practical problem. 
On the other hand, under conditions of a peculiar kind, 
Hamlet’s reflectiveness certainly might prove dangerous to 
him, and his genius might even (to exaggerate a little) become 
is doom. Suppose that violent shock to his moral being of 
which I spoke; and suppose that under this shock, any possible 
action being denied to him, he began to sink into melancholy; 
then, no doubt, his imaginative and generalising habit of 
mind might extend the effects of this shock through his whole 
being and mental world. And if, the state of melancholy 
being thus deepened and fixed, a sudden demand for difficult 
and decisive action in a matter connected with the melancholy 
arose, this state might well have for one of its symptoms an 
endless and futile mental dissection of the required deed. And, 
finally, the futility of this process, and the shame of his delay, 
Would further weaken him and enslave him to his melancholy 
Still more. Thus the speculative habit would be Oren 
cause of the morbid state which hindered action; and it wou 
also reappear in a degenerate form as one of the symptoms 
of this morbid state. 
urn to the- 


Now this is what actually happens in the play. T thea 
rst words Hamlet utters wien he is alone; turn, that S 
Say, to the place where the author 1s likely to indicate tu 
` meaning most plainly. What do you hear? 
O, that this too too solid flesh would melt, 
Thaw and resolve itself into a.dew! 
Or that the Everlasting had not fix’d ‘asa! 
His canon ’gainst self-slaughter! O God! God! 
How weary, stale, flat and unprofitable, 
San to me all the uses of this Nie ae 
ie on’t! ah fie! ’tis an unwee raen 
That grows to seed; things rank and gross 1 nature 
H Possess it merely. ie ASOT dat ae 
Here are a sickness of life, and even a longing 10r 2 
intense that nothing stands between Hamlet and iade cn 
religious awe. And what has caused them * The r 


S 
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soliloquy so thrusts the answer upon us that it might seem 

eee to miss it. It was not his father’s death; Ha ' 

doubtless brought deep grief, but mere grief for some ond 

loved and lost does not make a noble spirit loathe the y ie 

as a place full only of things rank and gross. It was noni a 

vague suspicion that we know Hamlet felt. Still less a te 

the loss of the crown; for though the subserviency of thee Paiet 

might well disgust him, there is not a reference to the su ved 

in the soliloquy, nor any sign elsewhere that it greatly ood 

his mind. It was the moral shock of the sudden ghastly his 
closure of his mother’s true nature, falling on him eben 

heart was aching with love, and his body doubtless wa 

weakened by sorrow. And itis essential, however disasieca 

to realise the nature of this shock. It matters little here where 

Hamlet’s age was twenty or thirty: in either case hisses in 

was a matron of mature years. All his life he had believe hee 
her, we may be sure, as such a son would. He hadice ie A 
not merely devoted to his father, but hanging on him li 
newly-wedded bride, hanging on him 


As if increase of appetite had grown 
By what it fed on. 5 
He had seen her following his body ‘like Niobe, all ae i 
_ And then within a month — ʻO God! a beast would let’s 
gppourned longer’— she married again, and married Ham ae 
uncle, a man utterly contemptible and loathsome in his Sea 
marred him in what to Hamlet was incestuous wealog id 
larried him not for any reason of state, nor-even out of O. 
family affection, but in such a way that her son was torcas 7 
to see in her action not only an astounding shallowness < 
feeling but an eruption of coarse sensuality, ‘rank and gross j 
speeding post-haste to its horrible delight. Is it possible eae 
conceive an experience more desolating to a man such as 


` This aspect of the matter leaves us comparatively unaffected, bai 
Shakespeare evidently means it to be of importance, The Ghost spe: ). 
of it twice, and Hamlet thrice (once in his last furious words to the Kipus 
If, as we must suppose, the marriage was universally admitted to 
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have see 
n Hamlet to be; A 
natural? It bri o be; and is its result anything b 
i . ut 
despair of ae bewildered horror, then Ene ah 
can never see a cage te whole mind is poisoned, Ee 
_ and his mother is a a in thesame ight agains is a wom 
bythe answer “Boece sag mentions the ESV 
. e last J yis lips like v . 12 
ce) F word . enom, > 
Thed with this roe sotiloauy ae = mio Coa 
> 3 


But bi 
reak, my heart, for I must hold my tongue! 


- He can d 
R o i 
picion of aao ne He must lock in his heart, not any sus- 
and loathing; c : that moves obscurely there but that horror 
those feelings and if his heart ever found relief, it was whe 
im, poured y muna with the love that never died out ia 
mother’s char remse ue forth in a flood as he stood in his ~ 
4 f we still =e beside his father’s marriage-bed.” ie 
aa bega diy er, and ask why the effect of this shock 
itions have ari emendous, let us observe that now the con- 
is moral sen a under which Hamlet’s highest endowments fi 
nature morally ility and his genius, become his enemies. y 
revelation JESS blunter would have felt even so dreadful a 
mind might E A slower and more limited and positive 
e disgust and ave extended so widely through its world 
à disbelief that have entered it. But Hamlet z 


as the imagi 
a : S A 
gination which, for evil as well as good, feels ar 
ent of his life, a 


Sees all things i 

his thought ey R one. Thought is the elem 

and laceratin aa He cannot prevent himself from probing 

a s him fat e wound in his soul. One idea, full of peril, 

© free himself and he cries out in agony at it, but is impotent 
(‘Must I remember ?’ ‘Tet me not think on’t’). 


what is to comes q È 
post on the weeds Ja $ l 


Repent what’ i 
s past; avoid 
And do not spread the com 


To 
‘Te the make them ranker. i 
i Bilaa will now look at the only. speech of Hamlet's eced 
weems, Mada and is more than one line in length — the speech beginning 
Ye come to aa nay, it re hahe will understand what surely, when first 
on ect, about Hi: sounds very strange and almost boastful. It is not, in 
at itis inte amlet himself at all; it is about his mother (do not mean 

; ntionally and consciously s+ and still less that she under- 


Si 
Stood it so) 


that precedes 


5 


air 
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And when, with the fading of his passion, the vividness oe 
idea abates, it does so only to ban behind a boundless w 
ness and a sick longing for death. A 
And this is the ae which his fate chooses. In this pe 
of uttermost weakness, this sinking of his whole benhi a 
wards annihilation, there comes on him, bursting the aor 
of the natural world with a shock of astonishment and e ae 
the revelation of his mother’s adultery and his father’s pst, 
and, with this, the demand on him, in the name of eve ae 
dearest and most sacred, to arise and act. And for a mo ssion 
though his brain reels and totters,1 his soul leaps up 1n pa but 
to answer this demand. But it comes too late. It doe him 
strike home the last rivet in the melancholy which holds 
bound. The time is out of joint! O cursed spite 
That ever I was born to set it right — 


so he mutters within an hour of the moment when he woe 
to give his life to the duty of revenge; and the. reciia jous 
story exhibits his vain efforts to fulfil this duty, his R ate 
self-excuses and unavailing self-reproaches, and the 
results of his delay. 


4 


7 ste t 
‘Melancholy,’ I said, not dejection, nor yet insanity. Ho 
Hamlet was not far from insanity is very probable. 


adoption of the pretence of madness may well have been due 
in part to fear o 


a fore-feeling th: 
utterance to th 


object to in that; I am grateful to him 
Oly was no m depres- 
sion of spirits; and I have no doubt that Ra. S oe the 
play would understand it better if they read an account 0 
melancholia in a work on mental diseases, If we like to use 
the word ‘disease’ loosely, Hamlet’s condition may. truly be 

1 See Note D. 


x 
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called diseased. No exertion of will could have dispelled it. 
Even if he had been able at once to do the bidding of the 
Ghost he would doubtless have still remained for some time 
under the cloud. It would be absurdly unjust to call Hamlet 
a study of melancholy, but it contains such a study. í 

But this melancholy is something very different from in- 
sanity, in anything like the usual meaning of that word. 
No doubt it might develop into insanity. The longing for 
death might become an irresistible impulse to self-destruction ; 
the disorder of feeling and will might extend to sense and in- 
tellect; delusions might arise; and the man might become, 
as we say, incapable and irresponsible. But Hamlet’s melan- 
choly is some way from this condition. Itis a totally different 
thing from the madness which he feigns; and he never, when 
alone or in company with Horatio alone, exhibits the signs 
of that madness. Nor is the dramatic use of this melancholy, 
again, open to the objections which would justly be made to 
the portrayal of an insanity which brought the hero to a 
tragic end. The man who suffers as Hamlet suffers — and 
thousands go about their business suffering thus in greater or 
ess degree —is considered irresponsible neither by other 
People nor by himself: he is only too keenly conscious of his 
responsibility. He is therefore, so far, quite capable of being 
a tragic agent, which an insane person, at any rate according 
to Shakespeare’s practice, is not.1 And, finally, Hamlet’s state 
1s not one which a healthy mind is unable sufficiently to 
Imagine. It is probably not further from average experience, 
Nor more difficult to realise, than the great tragic passions of 
Othello, Antony or Macbeth. 

Let me try to show now, briefly, how much this melancholy 
accounts for. 
. It accounts for the main fact, Hamlet’s inaction. For the 
immediate cause of that is simply that his habitual feeling is 
One of disgust at life and everything in it, himself included, — 
a disgust which varies in intensity, rising at times into a longing 
for death, sinking often into weary apathy, but is never dis- 
Pelled for more than brief intervals. Such a state of feeling is 
inevitably adverse to any kind of decided action; the body is 

, f 1 See p. 8. e 


is 
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inert, the mind indifferent or worse; its response is, ‘it does 
not matter’, ‘it is not worth while’, ‘it is no good’. And the 
action required of Hamlet is very exceptional. .It is violent, 
dangerous, difficult to accomplish perfectly, on one side re- 
pulsive to a man of honour and sensitive feeling, on another 
side involved in a certain mystery (here come in thus, in their 
subordinate place, various causes of inaction assigned by 
various theories). These obstacles would not suffice to prevent 
Hamlet from acting, if his state were normal; and against them 
there operate, even in his morbid state, healthy and positive 
feelings, love of his father, loathing of his uncle, desire of 
Tevenge, desire to do duty. But the retarding motives acquire 
an unnatural strength because they have an ally in something 
far stronger than themselves, the melancholic disgust and 
apathy; while the healthy motives, emerging with difficulty 
from the central mass of diseased feeling, rapidly sink back 
Into it and ‘lose the name of action’. We see them doing 50; 
and sometimes the process is quite simple, no analytical re- 
flection on the deed intervening between the outburst of 
passion and the relapse into melancholy.? But this melancholy 
is perfectly consistent also with that incessant dissection of the 
task assigned, of which the Schlegel-Coleridge theory makes 
so much. For those endless questions (as we may imagine 
them), ‘Was I deceived by the Ghost? How am I to do the 
deed ? When? Where? What will be the consequence © 
attempting it — success, my death, utter misunderstanding, 
mere mischief to the State ? Can it be right to do it, or noble _ 
to kill a defenceless man ? What is the good of doing it im 
such a world as this ?? — all this, and whatever else pass 
Ha pickony round through Hamlet’s mind, was not the 
ae aa eee deliberation of a man with such a task, 
saa se thinking hardly deserving the name of thought, an 
neous weaving of pretexts for inaction, aimless tossings 


on a sick bed, symptoms of i increase! 
it by deepening eene npa enol A hg 


‘ 
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Again, (a) this state accounts for Hamlet’s energy as well 
as for his lassitude, those quick decided actions of his being 
the outcome of a nature normally far from passive, now 
suddenly stimulated, and producing healthy impulses which 
work themselves out before they have time to subside. (b) It 
accounts for the evidently keen satisfaction which some of 
these actions give to him. He arranges the play-scene with 
lively interest, and exults in its success, not really because it 
brings him nearer to his goal, but partly because it has hurt his 
enemy and partly because it has demonstrated his own skill 
(ul. ii. 286-304). He looks forward almost with glee to counter- 
mining the King’s designs in sending him away (m. iv. 209), 
and looks back with obvious satisfaction, even with pride, 
to the address and vigour he displayed on the voyage (V. ii. 
1-55). These were not the action on which his morbid self- 
feeling had centred; he feels in them his old force, and escapes 
in them from his disgust. (c) It accounts for the pleasure with 
which he meets old acquaintances, like his “school-fellows’ or 
the actors. The former observed (and we can observe) in him 
a ‘kind of joy’ at first, thought it is followed by ‘much forcing 
of his disposition’ as he attempts to keep this joy and his 
courtesy alive in spite of the misery which so soon returns 
upon him and the suspicion he is forced to feel. (d) It accounts 
No less for the painful features of his character as seen in the 
play, his almost savage irritability on the one hand, and on the 
Other his self-absorption, his callousness, his insensibility to 
the fates of those whom he despises, and to the feelings even of 
those whom he loves. These are frequent symptoms of such 
melancholy, and (e) they sometimes alternate, as they do in 
Hamlet, with bursts of transitory, almost hysterical, and quite 
fruitless emotion. It is to these last (of which a part of the 
Soliloquy, ‘O what a rogue’, gives a good example) that 
Hamlet alludes when, to the Ghost, he speaks of himself as 
lapsed in passion’, and it is doubtless partly-his conscious 
weakness in regard to them that inspires his praise of Horatio 
as a man who is not ‘passion’s slave’.* 

1 Hamlet’s violence at Ophelia’s grave, though probably intentionally 
exaggerated, is another example of this want of self-control. The Queen’s 
description of him (v. i. 307), [continued overleaf} 
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inally ? things 
Finally, Hamlets melancholy accounts for two 
hich Ree to. be explained by nothing else. The first a soe 
is his apathy or ‘lethargy’. We are ‘bound to consi er ie 
evidence which the text supplies of this, though it is usu 


f . of 
ignore it. When Hamlet mentions, as one possible cause 


his inaction, his ‘thinking too precisely on the event’, he EEN 
tions another, ‘bestial oblivion’; and the thing against w Res 
he inveighs in the greater part of that soliloquy (rv. iv.) is an 
the excess or the misuse of reason (which for him here this 
always is god-like), but this bestial oblivion or ‘dullness D, 
“letting all sleep’, this allowing of heaven-sent reason to 
unused’: 
What is a man, 
If his chief good and market of his time 
Be but to sleep and feed? a beast, no more. 


So, in the soliloquy in u. ii. he accuses himself of beine 
dull and muddy-mettled rascal’, who ‘peaks [mopes] Sta 
John-a-dreams, unpregnant of his cause’, dully indifferen X 
his cause.? So, when the Ghost appears to him the Ra 
time, he accuses himself of being tardy and lapsed in ane 
and the Ghost Speaks of his purpose being almost blue i 
and bids him not to forget (cf. ‘oblivion’). And so, wha o 
emphasised in those undramatic but significant speeches 5 
the player-king and of Claudius is the mere dying ayay a 
purpose or of loye,3 Surely what all this points to is no 
This is mere madness; 
And thus awhile the fit will work on him; 
non, as patient as the female dove, 
When that her golden couplets are disclosed, 
s silence will sit drooping, 


H sè 
-may be true to life, though it is evidently prompted by anxiety to ether 
his violence on the ground of his insanity. On this passage see 
ote G, 


A Throughout I italicise to show the connection of ideas. = 

y e 
* Cf. Measure for Measure, 1v, iy. 23, ‘This deed... makes me unpreg 
nant and dull to all Proceedings.” 


? m, ii. 196 "s IV. vii, 111 f.: eg., 


Purpose is but the slave to memory, 
Of violent birth but poor validity. 


bs 
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condition of excessive but useless mental activity (indeed 

there is, in reality, curiously little about that in the text), but 

rather one of dull, apathetic, brooding gloom, in which Hamlet, 
so far from analysing his duty, is not thinking of it at all, 
but for the time literally forgets it. It seems to me we are 

driven to think of Hamlet chiefly thus during the long time 

which elapsed between the appearance of the Ghost and the 

events presented in the Second Act. The Ghost, in fact, had 

more reason than we suppose at first for leaving with Hamlet 

as his parting injunction the command, ‘Remember me’, 

and for greeting him, on re-appearing, with the command, 

Do not forget’. These little things in Shakespeare are not 

accidents. : 

The second trait which is fully explained only by Hamlet's 
melancholy is his own inability to understand why he delays. 
This emerges in a marked degree when an occasion like the 
player’s emotion or the sight of Fortinbras’s army stings 
Hamlet into shame at his inaction. ‘Why,’ he asks himself 
in genuine bewilderment, ‘do I linger? Can the cause be 
cowardice? Can it be sloth ? Can it be thinking too precisely 
of the event? And does that again mean cowardice ? What 
is it that makes me sit idle when I feel it is shameful to do so, 
and when I have cause, and will, and strength, and means, to — 
act?’ A man irresolute merely because he was considering a 
Proposed action too minutely would not feel this bewilderment. 
A man might feel it whose conscience secretly condemned the 
act which his explicit consciousness approved ; but we have 
Seen that there is no sufficient evidence to justify us in con- 
ceiving Hamlet thus, These are the questions of a man stimu- 
lated for the moment to shake off the weight of his melancholy, 
and, because for the moment he is free from it, unable to 
understand the paralysing pressure which it exerts at other times. 

I have dwelt thus at length on Hamlet’s melancholy because, 
from the psychological point of view, it is the centre of the 


1 So, before, he had said to him: 
And duller should’st thou be than the fat weed 
That roots itself in ease on Lethe wharf, 
Would’st thou not stir in this. 
On Hamlet’s soliloquy after the Ghost’s disappearance see Note D. 


» 
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tragedy, and to omit it from consideration or to underrate its 
intensity is to make Shakespeare’s story unintelligible. But 
the psychological point of view is not equivalent to the tragic; 
and, having once given its due weight to the fact of Hamlet's 
melancholy, we may freely admit, or rather may be anxious 
to insist, that this pathological condition would excite but 
little, if any, tragic interest if it were not the condition of a 
nature distinguished by that speculative genius on which the 
Schlegel-Coleridge type of theory lays stress. Such theories 
misinterpret the connection between that genius and Hamlet's 
failure, but still it is this connection which gives to his story its 
peculiar fascination and makes it appear (if the phrase may be 
allowed) as the symbol of a tragic mystery inherent in human 
nature. Wherever this mystery touches us, wherever we are 
forced to feel the wonder and awe of man’s godlike ‘appre- 
hension’ and his ‘thoughts that wander through eternity’, an 
at the same time are forced to see him powerless in his petty 
sphere of action, and powerless (it would appear) from the 
very divinity of his thought, we remember Hamlet. And this 
_is the reason why, in the great ideal movement which began 
towards the close of the eighteenth century, this tragedy 
acquired a position unique among Shakespeare’s dramas, ans 
shared only by Goethe’s Faust. It was not that Hamlet 1S 
Shakespeare’s greatest tragedy or most perfect work of art, 
it was that Hamlet most brings home to us at once the sense © 
the soul s infinity, and the sense of the doom which not only 
circumscribes that infinity but appears to be its offspring. 


LECTURE IV 
HAMLET 


THE only way, if there is any way. j ich a conception 
of Hamlet’s character could be ronal bie neue be to show 
that it, and it alone, explains all the relevant facts presented 
by the text ofthe drama. To attempt such a demonstration here 
would obviously’ be impossible, even if I felt certain of the 
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interpretation of all the facts. But I propose now to follow 
rapidly the course of the action in so far as it specially illus- 
trates the character, reserving for separate consideration one 
important but particularly doubtful point. 
i 
1 


_ We left Hamlet, at the close of the First Act, when he had 
Just received his charge from the spirit of his father; and his 
condition was vividly depicted in the fact that, within an hour 
of receiving this charge, he had relapsed into that weariness 
of life or longing for death which is the immediate cause of his 
later inaction, When next we meet him, at the opening of the 
Second Act, a considerable time has elapsed, apparently as 
much as two months. The ambassadors sent to the King of 
Norway (1. ii. 27) are just returning. Laertes, whom we saw 
leaving Elsinore (1. iii.), has been in Paris long enough to be 
in want of fresh supplies. Ophelia has obeyed her father’s 
command (given in I. iii.), and has refused to receive Hamlet’s 
visits or letters. What has Hamlet done? He has ‘put on an 
‘antic disposition’ and established a reputation for lunacy, 
with the result that his mother has become deeply anxious 
about him, and with the further result that the King, who was 
formerly so entirely at ease regarding him that he wished him 
to stay on at Court, is now extremely uneasy and very desirous 
to discover the cause of his ‘transformation’. Hence Rosen- 
crantz and Guildenstern have been sent for, to cheer him by 
their company and to worm his secret out of him; and they 
are just about to arrive. Beyond exciting thus the apprehensions 
of his enemy Hamlet has done absolutely nothing; and, as 
we have seen, we must imagine him during this long period 
sunk for the most part in ‘bestial oblivion’ or fruitless brood- 
ings, and falling deeper and deeper into the slough of despond. 

Now he takes a further step. He suddenly appears un- 
announced in Ophelia’s chamber; and his appearance and 


1 In the First Act (1. ji. 138) Hamlet says hat his father has been dead 
not quite two months, In the Third Act (mr. ii. 135) Ophelia says King 
_ Hamlet has been dead ‘twice two months’. The events of the Third Act 

are separated from those of the Second by one night (n. ii. 565). 
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z to her 
behaviour are such as to suggest both to phei and "How 
father that his brain is turned by pies ppopiimen Lainra 
far this step was due to the design of creating a e ances ted 
as to the origin of his lunacy, how far to ot fia reece 
difficult question; but such a design seems gra AEn 
It succeeds, however, only in part; for, ADEN Es E 
fully convinced, the King is not so, and it is therelore Ophelia 
that the two shall secretly witness a meeting | F SA E 
and Hamlet. Meanwhile Rosencrantz and Guilden asily foile 
and at the King’s request begin their attempts, € Then the 
by Hamlet, to pluck out the heart of his anya Hamlet’s 

- players come to Court, and for a little while open only for 
old interests revives, and he is almost happy. a reciting 
a little while. The emotion shown by the player laughtered 
the speech which tells of Hecuba’s grief for her s Aer Gs 
husband awakes into burning life the slumbering rapidity 
duty and shame. He Must act. With the aap RS G 
which always distinguishes him in his healthier monder 5 
conceives and arranges the plan of having the ith the ad- 
Gonzago’ played before the King and Queen, lie Then, 
dition of a speech written by himself for the occasi BO aad 
longing to be alone, he abruptly dismisses his guests, 4 


t the 
y trying to convince himself that he has doubts abou 
Ghost, and by assuring hi 


the Play-scene shows but a 


: „is 
of being the natural conclusion of the preceding thoughts 
totally inconsistent with them. Fo 


is curses on his enemy, and his 
action, one and all imply hi 
ness of the Ghost. Evide 
has not been the slighte: 


2 wate z — and for 
it is an unconscious fiction, an excuse for his delay an 
its continuance. 
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A night passes, and the day that follows it brings the crisis. 
First takes place that interview from which the King is to 
learn whether disappointed love is really the cause of his 
nephew’s lunacy. Hamlet is sent for; poor Ophelia is told to 
walk up and down, reading her prayer-book; Polonius and 
the King conceal themselves behind the arras. And Hamlet 
enters, so deeply absorbed in thought that for some time he 
supposes himself to be alone. What is he thinking of ? ‘The 
Murder of Gonzago’, which is to be played in a few hours, 
and on which everything depends? Not at all. He is medita- 
ting on suicide; and he finds that what stands in the way of it, 
and counterbalances its infinite attraction, is not any thought 
of a sacred unaccomplished duty, but the doubt, quite irrele- 
vant to that issue, whether it is not ignoble in the mind to end 
its misery, and, still more, whether death would end it. Hamlet, 
that is to say, is here, in effect, precisely where he was at the 
time of his first soliloquy (‘O that this too too solid flesh 
would melt’) two months ago, before ever he heard of his 
father’s murder. His reflections have no reference to this 
particular moment; they represent that habitual weariness 
of life with which his passing outbursts of emotion or energy 
are contrasted. What can be more significant than the fact 
that he is sunk in these reflections on the very day which is _ 
to determine for him the truthfulness of the Ghost ? And how 
is it possible for us to hope that, if that truthfulness should be 
established, Hamlet will be any nearer to his revenge ?? 

His interview with Ophelia follows; and its result shows 
dangerous to himself. The 
King is satisfied that, whatever else may be the hidden cause 
of Hamlet’s madness, it is not love. He is by no means 


“borne b ting Judge’. 
e before an everlasting Judge eloa and oE tho 


interview with Ophelia, appears to have been due to an afterthought of 
EN pethe Fest they precede, instead of following, 


and consequently the arrangement for the play- 
scene. This is a notable instance of the truth that ‘inspiration’ is by no 
means confined to a poet’s first conceptions. 
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d that 
certain even that Hamlet is mad at all. He bri 
infuriated threat, ‘I say, we will have no mo e marre 
those that are married, all but one, shall live ol ee 
keep as they are.’ He is thoroughly alarmed. ond Hamiet ts 
will not delay. On the spot he determines to “a sare ntcnee 
England. But, as Polonius 1s present, we do no 

ning of this purpose. 7 raies 
ae eens The approach of the Soe hee 
Hamlet’s spirits. He is in his element. He th baa 
doing something towards his end, striking a TOE Ne the 
stroke of intellect. In his instructions to Ey onera bOn 
delivery of the inserted speech, and again in is nO SANE 
with Horatio just before the entry of the cou ‘er’ deen 
true Hamlet, the Hamlet of the days before his fa Sansone 
But how characteristic it is that he appears quite aA houla 
that his speech should not be ranted as that Hora Uo apa 
observe its effect upon the King! This trait, appe oing to 
even at that thrilling moment when the actor is just g 


he had dared to expect. 
‘blench’ 


and rushes from the hall 


7 : Imost 
Court. In the elation, of success — an elation at irsta S 
hysterical — Hamlet treats Rosencrantz and Gui 


r SORE him- 
who are sent to him, with undisguised contempt. Left to 
self, he declares that now he could 


drink hot blood, 
And do such bitter business as the day 
Would quake to look on. 


: : her 

He has been sent for by his mother, and is ee fet he 
chamber; and so vehement and Tevengeful is his moo 

* Cf. again the scene at Ophelia’s 

disgust is traceable in Hamlet’. 


gra i tic 
ve, where a strong strain of aesthe 
an thou’lt mouth, PII rant as 


s ‘Nay, 
S towering passion’ with Laertes: ‘ Nay: 
well as thou ” (y.i. 306). 


Hamlet 107 


actually fancies himself in danger of using daggers to her as 
well as speaking them.* 

In this mood, on his way to his mother’s chamber, he comes 
upon the King, alone, kneeling, conscience-stricken and 
attempting to pray. His enemy is delivered into his hands. 


Now might I do it pat, now he is praying: 
And now I’ll do it: and so he goes to heaven: 
And so am I revenged.? That would be scanned. 


He scans it; and the sword that he drew at the words, ‘And 
now I'll do it’, is thrust back into its sheath. If he killed the 
villain now he would send his soul to heaven; and he would 
fain kill soul as well as body. 

That this again is an unconscious excuse for delay is now 
pretty generally agreed, and it is needless to describe again the 
State of mind which, on the view explained in our last lecture, 
is the real cause of Hamlet’s failure here. The first five words he 
utters, ‘Now might I do it’, show that he has no effective 
desire to ‘do it’; and in the little sentences that follow, and 
the long pauses between them, the endeavour at a resolution, 
and the sickening return of melancholic paralysis, however 
difficult a task they set to the actor, are plain enough to a reader. 
And any reader who may retain a doubt should observe the 
fact that, when the Ghost reappears, Hamlet does not think 


of justifying his delay by the plea that he was waiting for a 
More perfect vengeance. But in one point the great majority 
of critics, I think, go astray. The feeling of intense hatred 
which Hamlet expresses is not the cause of his sparing the 


1 O heart, lose not thy nature; let not ever 
The soul of Nero enter this firm bosom: 
Nero, who put to death his mother who had poisoned her husband. This _ 
Passage is surely remarkable. And so are the later words (m. iv. 28): 
A bloody deed! almost as bad, good mother, 
As kill a king, and marry with his brother. 
Are we to understand that at this time he really suspected her of com- 
Plicity in the murder? We must remember that the Ghost had not told 
im she was innocent of that. s z 
2I am inclined to think that the note of interrogation put after ‘re- 
venged’ in a late Quarto is right. 
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King, and in his heart he knows this; but it does not at all 
follow that this feeling is unreal. All the evidence afforded 
by the play goes to show that it is perfectly genuine, and I see 
no reason whatever to doubt that Hamlet would have been 
very sorry to send his father’s murderer to heaven, nor much 
to doubt that he would have been glad to send him to per- 
dition. The reason for refusing to accept his own version of 
his motive in sparing Claudius is not that his sentiments are 
horrible, but that elsewhere, and also in the opening of his 
speech here, we can see that his reluctance to act is due to 
other causes. A 
The incident of the sparing of the King is contrived with 
extraordinary dramatic insight. On the one side we feel that 
the opportunity was perfect. Hamlet could not possibly any 
longer tell himself that he had no certainty as to his uncle’s 
guilt. And the external conditions were most favourable; 
for the King’s remarkable behaviour at the play-scene wou 
have supplied a damning confirmation of the story Hamlet 
had to tell about the Ghost. Even now, probably, in a Court 
So corrupt as that of Elsinore, he could not with perfect 
security have begun by charging the King with the murders 
but he could quite safely have killed him first and given his 
justification afterwards, especially as he would certainly have 
had on his side the people, who loved him and despised 
Claudius, On the other hand, Shakespeare has taken care tO 
give this perfect opportunity so repulsive a character that we 
can hardly bring ourselves to wish that the hero should accept 
it. One of his minor difficulties, we have seen, probably was 


that he seemed to be requi fenceless man}; 
dud here this difficulty is quired to attack a defen 


is the cause of all the disasters that follow. In sparing the 
Gui he sacrifices Polonius, Ophelia, Rosencrantz an 
eee a Laertes, the Queen and himself. This central 


following scene by the reappearance of the Ghost and the 
e. : 
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Polonius is the first to fall. The old courtier, whose vanity 
would not allow him to confess that his diagnosis of Hamlet’s 
lunacy was mistaken, had suggested that, after the theatricals, 
the Queen should endeavour in a private interview with her 
son to penetrate the mystery, while he himself would repeat 
his favourite part of eaves-dropper (m1. i. 184 ff.). It has now 
become quite imperative that the Prince should be brought 
to disclose his secret; for his choice of the ‘Murder of Gon- 
zago’, and perhaps his conduct during the performance, 
have shown a spirit of exaggerated hostility against the King 
which has excited general alarm. Rosencrantz and Guilden- 
stern discourse to Claudius on the extreme importance of his 
preserving his invaluable life, as though Hamlet’s insanity 
had now clearly shown itself to be homicidal.: When, then, 
at the opening of the interview between Hamlet and his 
mother, the son, instead of listening to her remonstrances, 
roughly assumes the offensive, she becomes alarmed ; and when, 
on her attempting to leave the room, he takes her by the arm 
and forces her to sit down, she is terrified, cries out, “Thou 
wilt not murder me ? and screams for help. Polonius, behind 
the arras, echoes her call; and in a moment Hamlet, hoping 
the concealed person is the King, runs the old man through 
the body. i 

Evidently this act is intended to stand in sharp contrast 
with Hamlet’s sparing of his enemy. The King would have been 
just as defenceless behind the arras as he had been on his 
knees; but here Hamlet is already excited and in action, and 
the chance comes to him so suddenly that he has no time to 


11m. iii, 1-26. The state of affairs at Court at this time, though I have 
not seen it noticed by critics, seems to me puzzling. It is quite clear from 
I. ii. 310 ff., from the passage just cited, and from 1v. vii. 1-5 and 30 ff., 
that everyone sees in the play-scene a gross a 
King. Yet no one shows any sign of perceivi 
of murder. Surely that is strange. Are we per! 


they bore to England. 
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‘scan’ it. It is a minor consideration, but still for the dramatist 
not unimportant, that the audience would wholly sympathise 
with Hamlet’s attempt here, as directed against an enemy 
who is lurking to entrap him, instead of being engaged in a 
business which perhaps to the bulk of the audience then, as 
now, seemed to have a ‘relish of salvation in’t’. ie 

We notice in Hamlet, at the opening of this interview, 
something of the excited levity which followed the dénouement 
of the play-scene. The death of Polonius sobers him; and in 
the remainder of the interview he shows, together with some 
traces of his morbid state, the peculiar beauty and nobility 
of his nature. His chief desire is not by any means to ennn 
his mother’s silent acquiescence in his design of revenge; 1 
is to save her soul. And while the rough work of vengeance 
is repugnant to him, he is at home in this higher work. Here 
that fatal feeling, ‘it is no matter’, never shows itself. Ne 
father-confessor could be more selflessly set upon his end o: 
tedeeming a fellow-creature from degradation, more stern 
or pitiless in denouncing the sin, or more eager to Neier 
the first token of repentance, There is something infinitely 
beautiful in that sudden sunshine of faith and love whic 
breaks out when, at the Queen’s surrender, 


O Hamlet, thou hast cleft my heart in twain, 
he answers, 


oO throw away the worser part of it, 
And live the purer with the other half. 


The truth is that, though Hamlet hates his uncle and acknow- 
ledges the duty of Vengeance, his whole heart is never in this 
feeling or this task; but his whole heart is in his horror at 
his mother’s fall and in his longing to raise her. The former 
of these feelings was the inspiration of his first soliloquy; i 
combines with the second to form the inspiration of his 


eloquence here. And Sh oquently 
SS akespeare never wrote more eloq 


I have already allud igni ear- 
ance of the Git luded to the significance of the reapp 


ost in this scene; but why does Shakespeare 
choose for the particular moment of if reappearance the 
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middle of a speech in which Hamlet is raving against his 
uncle? There seems to be more than one reason. In the first 
place, Hamlet has already attained his object of stirring shame 
and contrition in his mother’s breast, and is now yielding to 
the old temptation of unpacking his heart with words, and 
exhausting in useless emotion the force which should be stored 
up in his will. And, next, in doing this he is agonising his 
mother to no purpose, and in despite of her piteous and re- 
peated appeals for mercy. But the Ghost, when it gave him 
his charge, had expressly warned him to spare her; and here 
again the dead husband shows the same tender regard for his 
weak unfaithful wife. The object of his return is to repeat 
his charge: 

Do not forget: this visitation 

Is but to whet thy almost blunted purpose; 


but, having uttered the reminder, he immediately bids the 
ents help the mother and ‘step between her and her fighting 
ul. 

And, whether intentionally or not, another purpose is 
served by Shakespeare’s choice of this particular moment. 
It is a moment when the state of Hamlet’s mind is such that 
We cannot suppose the Ghost to be meant for an hallucination ; 
and it is of great importance here that the spectator or reader 
Should not suppose any such thing. He is further guarded 
by the fact that the Ghost proves, so to speak, his identity 

y showing the same traits as were visible on his first appear- 
ance — the same insistence on the duty of remembering, and 
the same concern for the Queen. And the result is that we 
COnstrue the Ghost’s interpretation of Hamlet's delay (‘almost 

lunted purpose’) as the truth, the dramatist’s own interpre- 
tation. Let me add that probably no one in Shakespeare's 
audience had any doubt of his meaning here. The idea of 
later critics and readers that the Ghost is an hallucination is 
due partly to failure to follow the indications just noticed, but 
Partly also to two mistakes, the substitution of our present 
intellectual atmosphere for the Elizabethan, and the notion 
at, because the Queen does not see and hear the Ghost, it is 

_ Meant to be unreal. But a ghost, in Shakespeare’s day, was 
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able for any sufficient reason to confine its manifestation to a 
single person in a company; and here the sufficient reason, 
that of sparing the Queen, is obvious.2 
At the close of this scene it appears that Hamlet has some- 

how learned of the King’s design of sending him to England 
in charge of his two ‘school-fellows’. He has no doubt 
that this design covers some villainous plot against himself, 
but neither does he doubt that he will succeed in defeating it; 
and, as we saw, he looks forward with pleasure to this con- 
flict of wits. The idea of refusing to go appears not to occur 
to him. Perhaps (for here we are left to conjecture) he feels 
that he could not refuse unless at the same time he openly 
accused the King of his father’s murder (a course which be 
seems at no time to contemplate); for by the slaughter of 
Polonius he has supplied his enemy with the best possible 
excuse for getting him out of the country. Besides, he has so 
effectually warned this enemy, that after the death of Polonius 
is discovered, he is kept under guard (rv. iii. 14). He consents, 
then, to go. But on his way to the shore he meets the army 
of Fortinbras on its march to Poland; and the sight of these 
men going cheerfully to risk death ‘for an egg-shell’, and 
making mouths at the invisible event’, strikes him with shame 
as he remembers how he, with so much greater cause for action, 
lets all sleep’; and he breaks out into the soliloquy, ‘How all 
Occasions do inform against me !’ 

Dorea eet dace i itself not inferior to the famous qe 

o be’, is i ua 

Bitton thot absent not only from the First Q 


by the time when the Folio appeared (1623), it had become 


least indispensable 


of the soliloquies, it has a direct dramatic 
value, and a great 


value for the interpretation of Hamlet’s 


aS aye been in HEROO pind m 
n Age (Pearson’s reprint, vol. iii., p- 3 
he makes the Ghost of Agamemnon appear in order to satisfy the doubts 
“this Ghee 28, {0 his mother’s guilt. No reader could possibly think that 
it Say was meant to be an hallucination ; yet Clytemnestra cannot sod 
N ame Ghost of King Hamlet, I may add, goes further than that 0 
gamemmnon, for he is audible, as well as visible, to the privileged person. 
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character. It shows that Hamlet, though he is leaving Den- 
mark, has not relinquished the idea of obeying the Ghost. 
It exhibits very strikingly his inability to understand why 
he has delayed so long. It contains that assertion which so 
many critics forget, that he has “cause and will and strength 
and means to do it’. On the other hand — and this was per- 
haps the principal purpose of the speech — it convinces us 
that he has learnt little or nothing from his delay, or from his 
failure to seize the opportunity presented to him after the 
play-scene. For, we find, both the motive and the gist of the 
speech are precisely the same as those of the soliloquy at the 
end of the Second Act (‘O what a rogue’). There too he was 
stirred to shame when he saw a passionate emotion awakened 
by a cause which, compared with his, was a mere egg-shell. 
There too he stood bewildered at the sight of his own dullness, 
and was almost ready to believe — what was justly incredible 
to him — that it was the mask of mere cowardice. There too 
he determined to delay no longer: if the King should but 
blench, he knew his course. Yet this determination led to 
nothing then; and why, we ask ourselves in despair, should 
the bloody thoughts he now resolves to cherish ever pass 
beyond the realm of thought ? A 

Between this scene (rv. iv.) and the remainder of the play 
we must again suppose an interval, though not a very long 
one. When the action recommences, the death of Polonius 
has led to the insanity of Ophelia and the secret return of 
Laertes from France. The young man comes back breathing 
Slaughter. For the King, afraid to put Hamlet on his trial 
(a course likely to raise the question of his own behaviour at 
the play, and perhaps to provoke an open accusation),* has 
attempted to hush up the circumstances of Polonius’s death, 
and has given him a hurried and inglorious burial. The fury 


E 
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of Laertes, therefore, is directed in the first instance against 
the King: and the ease with which he raises the people, like 
the King’s fear of a judicial enquiry, shows us how purely 
internal were the obstacles which the hero had to overcome. 
This impression is intensified by the broad contrast between 
Hamlet and Laertes, who rushes headlong to his revenge, and 
is determined to have it though allegiance, conscience, grace 
and damnation stand in his way (Iv. v. 130). But the King, 
though he has been hard put to it, is now in his element ant 
feels safe. Knowing that he will very soon hear of Hamlet’s 
execution in England, he tells Laertes that his father died by 
Hamlet’s hand, and expresses his willingness to let the friends 
of Laertes judge whether he himself has any responsibility 
for the deed. And when, to his astonishment and dismay, 
news comes that Hamlet has returned to Denmark, he acts 
with admirable promptitude and address, turns Laertes round 
his finger, and arranges with him for the murder of their 
common enemy. If there were any risk of the young man’s 
resolution faltering, it is removed by the death of Ophelia. 
And now the King has but one anxiety, — to prevent the 
young men from meeting before the fencing-match. For who 
can tell what Hamlet might say in his defence, or how €80- 
chanting his tongue might prove 22 2 
Hamlet’s return to Denmark is due partly to his own action, 
pariy to accident, On the voyage he secretly possesses hims®e 
h the royal commission, and substitutes for it another, whic d 
e himself writes and seals, and in which the King of Englan 
eath, not Hamlet, but Rosencrantz an 
he ship is attacked by a pirate, which; 
intended prize too strong for it, am 
mlet ‘in the grapple’, eager for fighting, 
ant, he is carried off in it, and by promise 
But him ashore in peta I think, 
e return ? ionably, 
we can observe a certain change, ena tes great, Hish 
we notice here and there what seems to be a consciousness 
ly to his success in counter-mining Claudi 
ourtiers to the moon, and to his vigorous 
$ IV. vii., 129, 130, and the last words of the scene 
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action in the sea-fight. But I doubt if this sense of power is 
more marked than it was in the scenes following the success 
of the ‘Murder of Gonzago’. Secondly, we nowhere find any 
direct expression of that weariness of life and that longing 
for death which were so marked in the first soliloquy and in 
the speech ‘To be or not to be’. This may be a mere accident, — 
and it must be remembered that in the Fifth Act we have no 
soliloquy. But in the earlier Acts the feelings referred to do 
not appear merely in soliloquy, and I incline to think that 
Shakespeare means to show in the Hamlet of the Fifth Act 
a slight thinning of the dark cloud of melancholy, and means 
us to feel it tragic that this change comes too late. And, in 
the third place, there is a trait about which doubt is impossible, 
— a sense in Hamlet that he is in the hands of Providence. This 
had, indeed, already shown itself at the death of Polonius,* and 
perhaps at Hamlet's farewell to the King,* but the idea seems 
now to be constantly present in his mind. ‘There's a divinity 
that shapes our ends,’ he declares to Horatio in speaking of 
the fighting in his heart that would not let him sleep, and of 
his rashness in groping his way to the courtiers to find their 
commission. How was he able, Horatio asks, to seal the 
Substituted commission ? 


Why, even in that was heaven ordinant, 


Hamlet answers; he had his father’s signet in his purse. And 
though he has a presentiment of evil about the fencing-match 
he refuses to yield to it: “we defy augury: there is special 
Providence in the fall of a sparrow . . - the readiness is all’. 
‘in. iv. 172: 
For this same lord, iz 
I do repent: but heaven hath pleased it so, ; 
To punish me with this and this with me, 
That I must be their scourge and minister: 
i.e. the scourge and minister of ‘heaven’, which has a plural sense else- 
where also in Shakespeare. 


* ty. iji. 48: z a 
Ham. For Englan 
King. Ay, Hamlet. ae 
Ham. Good. 


King. So is it, if thou knew’st our purposes. 
Ham. I see a cherub that sees them. 


y 
& 
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Though these passages strike us more when put together 
thus than when they come upon us at intervals in reading the 
play, they have a marked effect on our feeling about Hamlet's 
character and still more about the events of the action. But I 
find it impossible to believe, with some critics, that they in- 
dicate any material change in his general condition, or the 
formation of any effective resolution to fulfil the appoint 
duty. On the contrary, they seem to express that kind 0 
religious resignation which, however beautiful in one aspect, 
really deserves the name of fatalism rather than that of fait 
in Providence, because it is not united to any determination 
to do what is believed to be the will of Providence. In place 
of this determination, the Hamlet of the Fifth Act shows @ 
kind of sad or indifferent self-abandonment, as if he secretly 
despaired of forcing himself to action, and were ready to leave | 
his duty to some other power than his own. This is really the 
main change which appears in him after his return to Denmark, 
and which had begun to show itself before he went, — this, 
and not a determination to act, nor even an anxiety to do 50- 

For when he returns he stands in a most perilous position. 
On one side of him is the King, whose safety depends on his 
death, and who has done his best to murder him; On the 
other, Laertes, whose fat heir 


graves, and of whose behaviour and probable attitude he 


shows no consciousness of this position., 
muses in the graveyard on the nothingness of life ano ea 
p hich our dust returns, whether i 
court-jester’s or a world-conqueror’s. He learns that the ope? 
uses has been dug for the woman is 
- suffers one terrible pang, from which he ie 
I Words and frenzied action, — action W. 
ase need: Intensify, if that were possible, the fury of the mat 
vhom he has, however unwittingly, so cruelly injured. 


he appears utterly unconsc; inj Laertes 
at all, and asks ie Penscious that he has injured 
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What is the reason that you use me thus? 


And as the sharpness of the first pang passes, the old weary 
misery returns, and he might almost say to Ophelia, as he 
does to her brother: 


I loved you ever: but it is no matter. 


‘It is no matter’: nothing matters. 

The last scene opens. He narrates to Horatio the events 
of the voyage and his uncle’s attempt to murder him. But 
the conclusion of the story is no plan of action, but the old 
fatal question, ‘Ought I not to act?” And, while he asks it, 
his enemies have acted. Osric enters with an invitation to him 
to take part in a fencing-match with Laertes, This match — 
he is expressly told so — has been arranged by his deadly 
enemy the King; and his antagonist is a man whose hands 
but a few hours ago were at his throat, and whose voice he 
had heard shouting ‘The devil take thy soul!’ But he does 
not think of that. To fence is to show a courtesy, and to him- 
self it is a relief, — action, and not the one hateful action, 
There is something noble in his carelessness, and also in his 
refusal to attend to the presentiment which he suddenly feels 
(and of which he says, not only ‘the readiness is all’, but also 
‘it is no matter’). Something noble; and yet, when a sacred 
duty is still undone, ought one to be so ready to die? With 
the same carelessness, and with that trustfulness which makes 
us love him, but which is here so fatally misplaced, he picks 
up the first foil that comes to his hand, asks indifferently, 
These foils have all a length 2’ and begins. And Fate descends 
upon his enemies, and his mother, and himself. = 

But he is not left in utter defeat. Not only is his task at 
last accomplished, but Shakespeare seems to have determined 
that his hero should exhibit in his latest hour all the glorious 
Power and all the nobility and sweetness of his nature. Of 
the first, the power, I spoke before,? but there is a wonderful 


1 On this passage see pp. 77-8. Hamlet’s reply to Horatio’s warning 
Sounds, no e daad, but so did ‘I know my course’. And is it 
not Significant that, having given it, he abruptly changes the subject? 

. 81. F 
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beauty in the revelation of the second. His body ara 
labouring in the pangs of death, his minds soars above S 
He forgives Laertes; he remembers his wretched mother We 
bids her adieu, ignorant that she has preceded nn hak 
hear now no word of lamentation or self-reproach. x s ight 
will, and just time, to think, not of the past or of wha A 
have been, but of the future; to forbid his friend’s see of 
words more pathetic in their sadness than even his bg the 
spirit had been; and to take care, so far as in him lies, ona 
welfare of the State which he himself should have erence 
Then in spite of shipwreck he reaches the haven of S flesh 
where he would be. What else could his world-weari 
desire ? rious 
But we desire more; and we receive it. As those myste ratio 

words, ‘The rest is silence’, die upon Hamlet’s lips, Ho 
answers: d 

Now cracks a noble heart. Good night, sweet prince, 

And flights of angels sing thee to thy rest. 


Why did Shakespeare here, so much against his custom, ee 
duce this reference to another life? Did he remember not 
' Hamlet is the only one of his tragic heroes whom he hat ? 
allowed us to see in the days when this life smiled on tto 
Did he feel that, while for the others we might be conten n 
imagine after life’s fitful fever nothing more than release ae 
silence, We must ask more for one whose ‘godlike reas us 
and passionate love of goodness have only gleamed eee 
~ through the heavy clouds of melancholy, and yet have 


Tmurin t 
us murmuring, as we bow our heads, ‘This was the nobles 
Spirit of them all’ ? ¥ 


* 2 


How Many things still remain to say of Hamlet ! poloa 
I touch on his relation to Ophelia, I will choose but 
BNeither of them. 


» Compared with the matters so far cones st 
Fe of ae consequence, but both are interesting, and the 
; © have quite escaped observation. £ sts of 
(1) Most people have, beside their more essential aed 
character, little peculiarities which, for their intimates. 
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an indissoluble part of their personality. In comedy, and in 
other humorous works of fiction, such peculiarities often figure 
prominently, but they rarely do so, I think, in tragedy. Shake- 
speare, however, seems to have given one such idiosyncrasy 
to Hamlet. 

It is a trick of speech, a habit of repetition. And these are 
simple examples of it from the first soliloquy: 


O God! God! 
How weary, stale, flat and unprofitable 
Seem to me all the uses of this world! 
Fie on’t! ah fie! 


Now I ask your patience. You will say : ‘There is nothing 
individual here. Everybody repeats words thus. And the 
tendency, in particular, to use such repetitions in moments of 
great emotion is well known, and frequently illustrated in 
literaturo sa example, in David’s cry of lament for Ab- 
salom,’ 

This is perfectly true, and plenty of examples could be drawn 
from Shakespeare himself. But what we find in Hamlet’s case 
is, I believe, not common. In the first place, this repetition 1s a 
habit with him. Here are some more instances: “Thrift, 
thrift, Horatio’; ‘Indeed, indeed, sirs, but this troubles me’; 
“Come, deal justly with me: come, come’; ‘Wormwood, 
wormwood !? I do not profess to have made an exhaustive 
search, but I am much mistaken if this habit is to be found in 
any other serious character of Shakespeare.* à 

And, in the second place — and here I appeal with con- 
fidence to lovers of Hamlet — some of these repetitions strike 
us as intensely characteristic. Some even of those already 
quoted strike one thus, and still more do the following: 


(a) Horatio. It would have much amazed you. 
Hamlet. Very like, very like. Stay’d it long? 


‘It should bserved also that many of Hamlet’s repetitions can 
ardly be said a Soe at moments of great emotion, like Cordelia’s “And 


So I am, I am’, and ‘No cause, no cause’. 
OF course, a habit of repetition quite as marked as Hamlet’s may be 


found in comic persons, ¢.g. Justice Shallow in 2 Henry IV. 
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(b) Polonius. What do you read, my lord? 
Hamlet. Words, words, words. 
(c) Polonius. My honourable lord, I will most humbly take my 
leave of you. p I 
Hamlet. You cannot, sir, take from me anything that 
will more willingly part withal: except my life, 
except my life, except my life. 
(d) Ophelia, Good my lord, 
How does your honour for this many a day? 
Hamlet. humbly thank you, well, well, well. 


Is there anything that Hamlet says or does in the whole 
play more unmistakably individual than these replies ?* 
(2) Hamlet, everyone has noticed, is fond of quibbles and 
word-play, and of ‘conceits’ and turns of thought such as are 
common in the poets whom Johnson called Metaphysical. 
Sometimes, no doubt, he plays with words and ideas chiefly 
in order to mystify, thwart and annoy. To some extent, again, 
as we may see from the conversation where Rosencrantz 
and Guildenstern first present themsélves (11. ii. 227), he 1 
merely following the fashion of the young courtiers about 
» Just as in his love-letter to Ophelia? he uses for the 
most part the fantastic language of Court Euphuism. Never- 
ea in this trait there is something very characteristic. We 
Tae be greatly surprised to find it marked in Othello of 
ae or rata Macbeth or Antony or Coriolanus; and, in 
ARA a it in them hardly at all. One reason of this may 
Haniee that these characters are all later creations than 
of play, ae that Shakespeare’s own fondness for this kind 
dinini he ete fondness of the theatrical audience for it, 
tendenc ed with time. But the main reason is surely that this 
flexibility ; T We see it in Hamlet, betokens a nimbleness and 
later rec of mind which is characteristic of him and not of the 
s many-sided heroes, Macbeth, for instance, has an 
jargthaps it is from noticing this trai ing charac- 
teristic too in this coinciden, g trait that I find something E 
gaa poor Yorick! (y. i. 202), of phrase: ‘ Alas, poor ghost!” (1. 


letter, of course, was wri 3 $ tion of 
the drama begins, for we’ as written before the time when the aci 
inr gs <S10S, know that i if an! 
in T, ii., received no more letters (1r. oa after her father’s comm: 


ways recalls the emasculated Hamlet of some critics, and may, 
like the real Hamlet, have owed his existence in part to — 
Shakespeare’s personal familiarity with the weaknesses and 
dangers of an imaginative temperament. 

That Shakespeare meant this trait to be characteristic of 
Hamlet is beyond question. The very first line the hero speaks 
contains a play on words: 


A little more than kin and less than kind. 


The fact is significant, though the pun itself is not specially 
characteristic. Much more so, and indeed absolutely individual, 
are the uses of word-play in moments of extreme excitement. 
Remember the awe and terror of the scene where the Ghost 
beckons Hamlet to leave his friends and follow him into the 
darkness, and then consider this dialogue: 

Hamlet. It waves me still. 


Go on; TIl follow thee. 
Marcellus. You shall not go, my lord. 


Hamlet. Hold off your hands, 
Horatio. Be ruled; you shall not go. 
Hamlet. My fate cries out, 


And makes each petty artery in this body 
As hardy as the Nemean lion’s nerve. 
- Still am I called. Unhand me, gentlemen, 
By heaven I'll make a ghost of him that lets me. 


Would any other character in Shakespeare have used those 
words? And, again, where is Hamlet more Hamlet than 
when he accompanies with a pun the furious action by which 
S sempels his enemy to drink the “poison tempered by — 
self’? ? 
Here, thou incestuous, murderous, damn’d Dane, 
Drink off this potion. Is thy union here? 
Follow my mother. 
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The ‘union’ was the pearl which Claudius professed tO 
throw into the cup, and in place of which (as Hamlet supposes 
he dropped poison in. But the ‘union’ is also that incestuous 
marriage which must not be broken by his remaining alive 
now that his partner is dead. What rage there is in the words, 
and what a strange lightning of the mind ! -- bf A 
Much of Hamlet’s play with words and ideas is imagina- 
"tively humorous. That of Richard II is fanciful, but rarely, 
if ever, humorous. Antony has touches of humour, am 
Richard III has more; but Hamlet, we may safely assert, 1$ 
the only one of the tragic heroes who can be called a humorist, 
his humour being first cousin to that speculative tendency 
which keeps his mental world in perpetual movement. Some 
of his quips are, of course, poor enough, and many are not 
distinctive. Those of his retorts which strike one as perfectly 
individual do so, I think, chiefly because they suddenly revea 
the misery and bitterness below the surface; as when, tO 
Rosencrantz’s Message from his mother, ‘She desires to speak 
with you in her closet, ere you go to bed,’ he answers, 
shall obey, were she ten times our mother’; or as when he 
replies, to Polonius’s invitation, ‘Will you walk out of the ait 
my lord?” with words that suddenly turn one cold, ‘Into 
my Stave’. Otherwise, what we justly call Hamlet’s characte! 
istic humour is not his exclusive property, but appears 10 
Patines spoken by persons as different as Mercutio, Falsta 
TAR ralnd, The truth probably is that it was the kind © 
eatin a most natural to Shakespeare himself, and that here, 
eg me other traits of the poet’s greatest creation, we com 
close contact with Shakespeare the man. 4 


3 


is mi lays the part of Hamlet must make UP. 
his mind as to the interpretation of every word and deed © 


interpretations is right, he must still choos¢ 
on er te Sie athe mere critic ie not obliged to do el i 
is of importance, hek oubt he may say so, and, if the ma 


* 
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This is the position in which I find myself in regard to 
Hamlet’s love for Ophelia. Iam unable to arrive at a conviction 
as to the meaning of some of his words and deeds, and I 
question whether from the mere text of the play a sure inter- 
pretation of them can be drawn. For this reason I have 
Teserved the subject for separate treatment, and have, so far 
as possible, kept it out of the general discussion of Hamlet’s 
character. 

On two points no reasonable doubt can, I think, be felt. 
(1) Hamlet was at one time sincerely and ardently in love with 
Ophelia. For she herself says that he had importuned her 
with love in honourable fashion, and had given countenance tom 
his speech with almost all the holy vows of heaven (1. iii. 110 f.) 
(2) When at Ophelia’s grave, he declared, k 


I loved Ophelia; forty thousand brothers 
Could not, with all their quantity of love, 
Make up my sum, 


he must have spoken sincerely; and, further, we may take it 
for granted that! he used the past tense, ‘loved’, merely be- 
cause Ophelia was dead, and not to imply that he had once 
loved her but no longer did so. s 
© much being assumed, we come to what is doubtful, and 
I will begin by stating what is probably the most popular 
view, According to this view, Hamlet’s love for Ophelia never 
changed. On the revelation made by the Ghost, however, he 
al that he must put aside all thoughts of it; and it also seemed 
to him necessary to convince Ophelia, as well as others, that 
ts Was insane, and so to destroy her hopes of any happy issue 
© their love. This was the purpose of his appearance 1n her 
chamber, though he was probably influenced also by a longing 
to see her and bid her a silent farewell, and possibly by a faint 
©pe that he might safely entrust his secret to her. Ifhe cote 
he any such hope his study of her face dispelled it; oa 
ereafter, as in the Nunnery-scene (m. i.) and again at the 
Py -scene, he not only feigned madness, but, to con tee 
i at he had quite lost his love for her, he also addressed her 
3 bitter and insulting language. In all this he was acting a 
Part intensely painful to himself; the very violence of his 
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‘ in: so 

language in the Nunnery-scene arose from this pain; andai 

_ the actor should make him show, in that scene, oe eae 

‘signs of a tenderness which with all his efforts he hen 

wholly conceal. Finally, over her grave the truth bursan im 

him in the declaration quoted just now, though it 7 PEI 
possible for him to explain to others why he who lo 

so profoundly was forced to wring her heart. ter which 

Now this theory, if the view of Hamlet's sae ode 

I have taken is anywhere near the truth, is sar, bitter 

at one point, viz., in so far as it supposes that Hamle! by bis 

_ tess to Ophelia was a mere pretence forced on hin eon 

_ design of feigning to be insane; and I proceed to call a aan 
_ to certain facts and considerations, of which the theory 

to take no account. 


no 
1. How is it that in his first soliloquy Hamlet makes 
reference whatever to Ophelia ? 


re 
2. How is it that in his second soliloquy, on the depar e 
of the Ghost, he again says nothing about her? W. ith his 
lover is feeling that he must make a complete break W. t give 
past, why does it not occur to him at once that he mus 
up his hopes of happiness in love ? 


ak 

3. Hamlet does not, as the popular theory supposes, ot he 

with Ophelia directly after the Ghost appears to him; 0 109): 

contrary, he tries to see her and sends letters to her (1. J. visits 

at really happens is that Ophelia suddenly repels his er 

and letters. Now, we know that she is simply obey aes 
father’s order; but how would her action appear to Ha 


K 5 w 
already sick at heart because of his mother’s frailty, and n9 
finding that, the 


1 ‘Frailty, 


thy name is woman} 
Cf. what he a 


a uy- 
e he had exclaimed in the first soliloq 
says of his mother’s act (m. iv. 40): 


Such an act 

That blurs the grace and blush of modesty, 

Calls virtue hypocrite, takes off the rose 
tom the fair forehead of an innocent love 

And sets a blister there. 


ed 
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fhai morbid condition of mind, certainly suspect her of being 
ae pl e than she had appeared to him ?? Even if he re- 
ARR from this suspicion, and merely thought her 
hart ak ay wea wong he not probably feel anger against 
iis Amy? ger like that of the hero of Locksley Hall against _ 
di iba Hamlet made his way into Ophelia’s room, why 
the aes in the garb, the conventionally recognised garb, of 
of his racted Jover ? If it was necessary to convince Ophelia 
digs insanity, how was it necessary to convince her that 
Per pa ony in Jove was the cause of his insanity? His 
tion ra in the visit appears to have been to convince others, 
ica eS er, that his insanity was not due to any mysterious — 
RA n cause, but to this disappointment, and so to allay 
Deen a of the King. But if his feeling for her had 
EN ae y that of love, however unhappy, and had not been 
ads n ASER that of suspicion or resentment, would he have 
pted a plan which must involve her in so much suffering ?* 


unted by the horrible idea that he 
een in his mother; that she was 
had seemed simple and affec- 
very different. The gross- 
some lines in the Nunnery- 


Inf s 7 
erences drawn from his conversations with Polonius. _ 
i t straight to Ophe- 


But we have just seen that 
pelled, and it is absolutely 


tes the events of I. V. and 1m. i. They 


a also, of course, that Hamlet’s visit to Ophe 
hag po Lis madness. But the text flatly contradict o. H 
mat T some time appeared totally changed (1. ii. 1-10); the King is very 
Sek transformation’, and has sent for his school-fellows in order 
intero Vet itsi cause. Polonius now, after Ophelia has told him of the 
but git» comes to announce his discovery, not of Hamlet’s madness, 

Of TS ree to amg). That, it would seem, was the effect Hamlet 
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5. In what way are Hamlet’s insults to Ophelia at ie 
play-scene necessary either to his purpose of convincing a if 
of his insanity or to his purpose of revenge? And, evel it 
he did regard them as somehow means to these ends, T 
conceivable that he would have uttered them, if his feeling 
for her were one of hopeless but unmingled love ? en 

6. How is it that neither when he kills Polonius, Fo nelle 
wards, does he appear to reflect that he has killed Op e 
father, or what the effect on Ophelia is likely to be EH 

7. We have seen that there is no reference to Ophelia in raat 
soliloquies of the First Act. Neither is there the fain a 
allusion to her in any one of the soliloquies of the subsequed , 
Acts, unless possibly in the words (mr. i. 72) ‘the pangs an 

_ despised love’. If the popular theory is true, is not this 
astonishing fact ? y e 

8. Considering this fact, is there no significance in ity) 
further fact (which, by itself, would present no dine 
that in speaking to Horatio Hamlet never alludes to Ophelia, 
and that at his death he Says nothing of her? the 

9. If the popular theory is true, how is it that neither a eh 
Nunnery-scene nor at the play-scene does Shakespeare RE 
anything to make the truth plain? Four words like Othe 
“O hardness to dissemble’ would have sufficed. let's 

These considerations, coupled with others as to Ham See 
state of mind, seem to point to two conclusions. They sugge be 
first, that Hamlet’s love, though never lost, was, after Ophelia § 
apparent rejection of him, mingled with suspicion and reer 
ment, and that his treatment of her was due in part to t 
cause. And I find it impossible to resist this conclusion. al 
the question how much of his harshness is meant to be te’ 


ime aia kb rh 

aimed at in his interview. I may add that Ophelia’s description of i$ 

intent examination of her face SE doubt Phen as to her SHOR te 
or sincerity than as to her Strength of mind. I cannot believe that. 

ever dreamed of confiding his secret to her. À i anne 

* Tf this is an allusion to his own love, the adjective ‘despised’ is sigh 

i jective “despis et, 

ficant. But I doubt theallusion. The other calamities mentioned by Hamlet, 
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and how much assumed, seems to me impossible in some places 
to answer. For example, his behaviour at the play-scene seems — 
to me to show an intention to hurt and insult; but in the 

Nunnery-scene (which cannot’ be discussed briefly) he is 
evidently acting a part and suffering acutely, while at the same — 
time his invective, however exaggerated, seems to spring from 
real feelings ; and what is pretence, and what sincerity, appears 
to me an insoluble problem. Something depends here on the 
further question whether or no Hamlet suspects or detects the 
presence of listeners; but, in the absence of an authentic stage - 
tradition, this question too seems to be unanswerable. — 

_ But something further seems to follow from the considera- 
tions adduced. Hamlet’s love, they seem to show, was not 
only mingled with bitterness, it was also, like all his healthy 
feelings, weakened and deadened by his melancholy.? It was 
far from being extinguished ; probably it was one of the causes 
which drove him to force his way to Ophelia; whenever he 
saw Ophelia, it awoke and, the circumstances being what they 
Were, tormented him. But it was not an absorbing passion; 
it did not habitually occupy his thoughts; and when he de- 
clared that it was such a love as forty thousand brothers could 
hot equal, he spoke sincerely indeed but not truly. What he 
said was true, if I may put it thus, of the inner healthy self 
Which doubtless in time would have fully reasserted itself; 

ut it was only partly true of the Hamlet whom we see in the 
play. And the morbid influence of his melancholy on his love 
is the cause of those strange facts, that he never alludes to her 
in his soliloquies, and that he appears not to realise how the 
death of her father must affect her. Ai 

The facts seem almost to force this idea on us. That it is 
less ‘romantic’ than the popular view is no argument against 


it. And psychologically it is quite sound, for a frequent 
Symptom Ee such Paaha, as Hamlet’s is a more oF Ti 
complete paralysis, or even perversion, of the emotion o 
Ove, And yet, while feeling no doubt that up to a certain 
Point it is true, I confess Lam not satisfied that the explanation 
of Hamlet’s silence regarding Ophelia lies in it. And the reason 

‘It should be noticed that it was not apparently of long standing. 
See the words ‘of late” in 1. ili. 91, 99- 3 
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of this uncertainty is that scarcely any spectators or readers of 
Hamlet notice this silence at all; that I never noticed it myself 
till I began to try to solve the problem of Hamlet’s relation ` 
to Ophelia; and that even now, when I read the play through 
- without pausing to consider particular questions, it scarcely 
strikes me. Now Shakespeare wrote primarily for the theatre 
and not for students, and therefore great weight should be 
attached to the immediate impressions made by his works. 
And so it seems at least possible that the explanation of Ham- 
let's silence may be that Shakespeare, having already a very 
difficult task to perform in the soliloquies — that of showing 
the state of mind which caused Hamlet to delay his vengeance 
—did not choose to make his task more difficult by intro- 
ducing matter which would not only add to the complexity 
of the subject but might, from its ‘sentimental’ interest, dis- 
tract attention from the main point; while, from his theatrical 
experience, he knew that the audience would not observe how 
unnatural it was that a man deeply in love, and forced not 
only to renounce but to wound the woman he loved, shoul 
not think of her when he was alone. But, as this explanation 
18 no more completely convincing to me than the other, I am 
driven to suspend judgment, and also to suspect that the text 
admits of no sure interpretation. [This paragraph states my 
view imperfectly.] y 
This result may seem to imply a serious accusation- against 
Shakespeare. But it must be remembered that if we could s¢¢ 
a contemporary representation of Hamlet, our doubts wou 
probably disappear, The actor, instructed by the authol 
would make it clear to us by looks, tones, gestures, and by- 
play how far Hamlet’s feigned harshness to Ophelia was ming: 


a hee ESS and again how far his melancholy ha 


4 


-As we have seen, all the i : hero 

s persons in Hamlet except the 
gre minor characters, who fail to tise to the tragic level. 
ey are not less Interesting on that account, but the hero has 
occupied us so long that I shall refer only to those in regard. 
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to whom Shakespeare’s intention appears to be not seldom 
misunderstood or overlooked. : 

It may seem strange that Ophelia should be one of these; 
and yet Shakespearean literature and the experience of teachers 
show that there is much difference of opinion regarding her, 
and in particular that a large number of readers feel a kind 
of personal irritation against her. They seem unable to forgive 
her for not having been a heroine, and they fancy her much 
weaker than she was. They think she ought to have been able 
to help Hamlet to fulfil his task. And they betray, it appears 
to me, the strangest misconceptions as to what she actually did. 

Now it was essential to Shakespeare's purpose that too great 
an interest should not be aroused in the love-story; essential, 
therefore, that Ophelia should be merely one of the sub- 
ordinate characters; and necessary, accordingly, that she 
should not be the equal, in spirit, power or intelligence, of his 
famous heroines. If she had been an Imogen, a Cordelia, even 
a Portia or a Juliet, the story must have taken another shape. 
Hamlet would either have been stimulated to do his duty, or 
(which is more likely) he would have gone mad, or (which 
is likeliest) he would have killed himself in despair. Ophelia, 
therefore, was made a character who could not help Hamlet, 
and for whom on the other hand he would not naturally feel 
a passion so vehement or profound as to interfere with the 
main motive of the play. And in the love and the fate of 
Ophelia herself there was introduced an element, not of deep 
tragedy, but of pathetic beauty, which makes the analysis of 
her character seem almost a desecration. 

Ophelia is plainly quite young and inexperienced. She has 
lost her mother, and has only a father and a brother, affectionate 
but worldly, to take care of her. Everyone in the drama who 
has any heart is drawn to her. To the persgnsánthenlay. sa 
to the readers of it, she brings the tho ight of AET, ge 


N 


of , ie a 
May’ Laertes names her. LS ee S 
I AT A \ 

Lay her in the earth,’ ~ 


And from her fair and unpollu fesh \ a) 


May violets spring!) us xi | & 
FE Ai >] P, c 
* This, I think, may be said on almost aby san view of Hamlet's love? | 
i KWo S A D 
N we 
XN” ne 
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— so he prays at her burial. ‘Sweets to the sweet’ the Queen 
murmurs, as she scatters flowers on the grave; and the flowers 
which Ophelia herself gathered — those which she gave to 
others, and those which floated about her in the brook — 
glimmer in the picture of the mind. Her affection for her 
brother is shown in two or three delicate strokes. Her love 
for her father is deep, though mingled with fear. For Hamlet 
she has, some say, no deep love — and perhaps she is so neat 
childhood that old affections have still the strongest hold; 
but certainly she has given to Hamlet all the love of which 
her nature is as yet capable. Beyond these three beloved ones 
she seems to have eyes and ears for no one. The Queen is fond 
of her, but there is no sign of her returning the Queen’s affec- 
tion. Her existence is wrapped up in these three. 

On this childlike nature and on Ophelia’s inexperience 
everything depends. The knowledge that ‘there’s tricks 10 
the world’ has reached her only as a vague report. Her father 
and brother are jealously anxious for her because of her ignor- 
ance and innocence; and we resent their anxiety chiefly be- 
cause we know Hamlet better than they. Her whole character 
is that of simple unselfish affection, Naturally she is incapable 
of understanding Hamlet’s mind, though she can feel its 
beauty. Naturally, too, she obeys her father when she is fof- 
bidden to receive Hamiet’s visits and letters, If we remember 
not what we know but what she knows of her lover and het 
father; if we remember that she had not, like Juliet, confesse 
her love; and if we remember that she was much below her 
suitor in station, her compliance surely must seem perfectly 
natural, apart from the fact that the standard of obedience 
to a father was in Shakespeare’s day higher than in ours. 

“But she does more than obey,’ we are told; ‘she runs off 
frightened to report to her father Hamlet’s strange visit an 
behaviour; she shows to her father one of Hamlet’s letters, 
and tells him? the whole story of the courtship; and she — 
Joins in a plot to win Hamlet’s secret from him.’ One must — 
remember, however, that she had never read the tragedy: 
Consider for a moment how matters looked to her. She knows 
nothing about the Ghost and its disclosures. She has undergone 

*Polonius says so, and it may be true. 
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for some time the pain of repelli i 
J f pelling her lover and appearin 

Lo mave turned against him. She sees him, or naar his 
re ae daily into deeper gloom, and so transformed from what 
hs as that he is considered to be out of his mind. She hears 
ia question constantly discussed what the cause of this sad 
ei nee can be; and her heart tells her — how can it fail to 
Ha te ? — that her unkindness is the chief cause. Suddenly 
AR forces his way into her chamber; and his appearance 
ma a behaviour are those of a man crazed with love. She is 
= g : ware —why not? She is not Lady Macbeth. Rosalind 
ui k have been frightened. Which of her censors would be 
a lly unmoved if his room were invaded by a lunatic? 

e is frightened, then; frightened, if you will, like a child. 


Yes, but, observe, her one idea is to help Hamlet. She goes, 
whom else should she go l 


Why should she not tell her 
Id letter which may. 
? Nay, why should 
d as a ‘decoy’ to settle the 
-important that it 


2 Testore him by kindn 
Play a part just because i 
find in her joining the ‘plot’ (as it is abs 
not of weakness, but of unselfishness and strength. 

But she practised deception; e. Hamlet 
asked her where her father was, and she said he was at home, 
when he was really listening behind a curtain. 

untruly that she 


t is considered angelic in Desdemona to say l A 
jllanimous in Ophelia 


ed herself, but most immoral or pusi An i 
casuistical problems; 


to tell her lie. I will not discuss these cas! l 
ks me a question which I cannot 


but, if ever an angry lunatic as 
answer truly without great danger to him and to one of my 
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telations, I hope that grace may be given me to imitate Ophelia. 
Seriously, at such a terrible moment was it weak, was it 
not rather heroic, in a simple girl not to lose her presence 
of mind and not to flinch, but to go through her task for 
Hamlet’s sake and her father’s? And, finally, is it really a 
thing to be taken as matter of course, and no matter for ad- 
miration, in this girl that, from beginning to end, and after 
a storm of utterly unjust reproach, not a thought of resent- 
ment should even cross her mind ? 

Still, we are told, it was ridiculously weak in her to lose 
her reason. And here again her critics seem hardly to realise 
the situation, hardly to put themselves in the place of a girl 
whose lover, estranged from her, goes mad and kills her 
father. They seem to forget also that Ophelia must have be- 
lieved that these frightful calamities were not mere calamities, 
but followed from her action in repelling her lover. Nor do 
they realise the utter loneliness that must have fallen on her. 
Of the three persons who were all the world to her, her father 
has been killed, Hamlet has been sent out of the country 
insane, and her brother is abroad. Horatio, when her mind 


return (as she did, 1v. v. 


mean danger to Hamlet. 
Whether this idea 


case it was well for her that her mind 
reached Elsinore; and 


s the effect Shakespeare 


intended to produce. In her madness Ophelia continues 


Thought and affliction 


» Passi i 
She turns to favour an a enea ah 


d to prettiness. 
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In her wanderings we hear from time to time an undertone 
of the deepest sorrow, but never the agonised cry of fear or 
horror which makes madness dreadful or shocking.? And the 
Picture of her death, if our eyes grow dim in watching it, is 
i purely beautiful. Coleridge was true to Shakespeare when 
aS wrote of ‘the affecting death of Ophelia, — who in the 

eginning lay like a little projection of land into a lake or 
stream covered with spray-flowers quietly reflected in the quiet 
waters, but at length is undermined or loosened, and becomes 
a fairy isle, and after a brief vagrancy sinks almost without 
an eddy’.? 


1 
aah have heard an actress in this part utter such a cry as is described 
Ey ve, but there is absolutely nothing in the text to justify her rendering. 
een the exclamation ʻO, ho!’ found in the Quartos at Iy. V. 33, but 
aft ed in the Folios and by almost all modern editors, coming as it does 
auc the stanza, * He is dead and gone, lady,’ evidently expresses grief, 
i terror. 
ve In the remarks above I have not attempted, of course, a complete 
He i of the character, which has often been well ‘described; but I cannot 
A rbear a reference to one point which I do not remember to have seen 
oticed. In the Nunnery-scene Ophelia's first words pathetically betray 
er own feeling: 
Good my lord, 


How does your honour for this many a day? 


This has not been suggested 
And the next lines, in which 
ose gifts, and to the 
ly a reproach. So 


a then offers to return Hamlet’s presents. 

ake er by her father: it is her own thought. An 

Tee to the sweet words which accompanied th 

z indness which has succeeded that kindness, imp 
gain do those most touching little speeches: 


Hamlet... . J did love you once. 4 
Ophelia. Indeed, my lord, you made me believe so. . 
Hamlet, You should not have believed me . . . I loved you not. 
Ophelia. 1 was the more deceived. 


Now the obvious surface fact was not that Hamlet had forsaken her, 
with his usual unobtrusive 


ae that she had repulsed Aim; and here, 

ubtlety, Shakespeare shows how Ophelia, even though she may have 
accepted from her elders the theory that her unkindness has driven Hamlet 
pad, knows within herself that she is forsaken, and cannot repress the 
imid attempt to win her lover back by showing that her own heart is 
unchanged. : [continued overleaf] 
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5 


iful 

I reluctantly pass by Polonius, Laertes and the beat ape 
character of Horatio, to say something in conclusion 

ueen and the King. are, 
oe answers to tHe questions asked about the Quer 
it seems to me, practically certain. (1) She did rene to her 
marry a second time with indecent haste; she was fa cal inter 
husband while he lived. This is surely the most natu ning, E 
pretation of the words of the Ghost (1. v. 41 f.), peg this 
they do, before his account of the murder. And aga `n the 
testimony what force has the objection that the Te eres 
“Murder of Gonzago’ is not represented as an adu t his 
Hamlet’s mark in arranging the play-scene was oe to 
mother, whom besides he had been expressly order 
spare (1. v. 84 f.). È er 
PO) on the other hand, she was not privy to the muna 
of her husband, either before the deed or after it. heri not. 
sign of her being so, and there are clear signs that she ven Pa 
The representation of the murder in the play-scene doe: I 
move her; and when her husband starts from his throne, ter- 
innocently asks him, ‘How fares my lord?’ In the in 


7 f o 
view with Hamlet, when her son says of his slaughter 
Polonius, 


*A bloody deed? Almost as bad, good mother, 
As kill a king and marry with his brother, 


the astonishment of her repetition ‘As kill a king!’ is Aes 
dently genuine; and, if it had not been so, she would ne 
have had the hardihood to exclaim: 


If I court moe women, you'll couch with moe men. 
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What have I done, that thou darest wag thy tongue 
In noise so rude against me? 


Further, it is most significant that when she and the King 
Speak together alone, nothing that is said by her or to her 
implies her knowledge of the secret. 

The Queen was not a bad-hearted woman, not at all the 
woman to think little of murder. But she had a soft animal 
Nature, and was very dull and very shallow. She loved to be 

appy, like a sheep in the sun; and, to do her justice, it pleased 

er to see others happy, like more sheep in the sun. She never 
Saw that drunkenness is disgusting till Hamlet told her so; 
and, though she knew that he considered her marriage ‘o’er- 
hasty’ (m. ji. 57), she was untroubled by any shame at the 
feelings which had led to it. It was pleasant to sit upon her 
throne and see smiling faces round her, and foolish and unkind 
in Hamlet to persist in grieving for his father instead of marry- 
ing Ophelia and making everything comfortable. She was 
fond of Ophelia and genuinely attached to her son (though 
willing to see her lover exclude him from the throne); and, no 
doubt, she considered equality of rank a mere trifle compared 
With the claims of love. The belief at the bottom of her heart 
Was that the world is a place constructed simply that people 
may be happy in it in a good-humoured sensual fashion. _ 

Her only chance was to be made unhappy. When affliction 
Comes to her, the good. in her nature struggles to the surface 
through the heavy mass of sloth. Like other faulty characters 
in Shakespeare’s tragedies, she dies a better woman than she 
had lived. When Hamlet shows her what she has done she 
feels genuine remorse. It is true, Hamlet fears it will not last, 
and so at the end of the interview (1. iv. 180 ff.) he adds a 
Warning that, if she betrays him, she will ruin herself as well.? 
It is true too that there is no sign of her obeying Hamlet in 
breaking off her most intimate connection with the King. Still 
she does feel remorse; and she loves her son, and does’ not 
betray him. She gives her husband a false account of Polonius’s 
death, and is silent about the appearance of the Ghost. She 
becomes miserable; > 

1 J.e. the King will kill her to make all sure. 
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To her sick soul, as sin’s true nature is, 
Each toy seems prologue to some great amiss. 


She shows spirit when Laertes raises the mob, and one respects 
her for standing up for her husband when she can do nothing 
to help her son. If she had sense to realise Hamlet’s purpose, 
or the probability of the King’s taking some desperate step 
to foil it, she must have suffered torture in those days. But 
perhaps she was too dull. 

The last we see of her, at the fencing-match, is most char- 
acteristic. She is perfectly serene. Things have slipped back 
into their groove, and she has no apprehensions. She is, 
however, disturbed and full of sympathy for her son, who 1s 
out of condition and pants and perspires. These are afflictions 
she can thoroughly feel for, though they are even more com- 
mon than the death of a father. But then she meets her death 
because she cannot resist the wish to please her son by drinking 
to his success. And more: when she falls dying, and the 
King tries to make out that she is merely swooning at the 
sight of blood, she collects her energies to deny it and to 
warn Hamlet: 


No, no, the drink, the drink, — O my dear Hamlet, — 
The drink, the drink! I am poison’d. [Dies. 


Was ever any other writer at once so pitiless and so just as 
Shakespeare? Did ever any other mingle the grotesque and 
the pathetic with a realism so daring and yet so true to ‘the 
modesty of nature’ ? 


L 

King Claudius rarely gets from the reader the attention he 
deserves. But he is very interesting, both psychologically and 
dramatically. On the one hand, he is not without Tespectable 
qualities. As a king he is courteous and never undignified; 
he performs his ceremonial duties efficiently; ang HeMtAres 
good care of the national interests. He nowhere shows 
cowardice, and when Laertes and the mob force their SE 
into the palace, he confronts a dangerous situation with cool- 
ness and address. His love for his ill-gotten Wife eemo to 
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be quite genuine, and there is no ground for suspecting him 
of having used her as a mere means to the crown.* His con- 
science, though ineffective, is far from being dead. In spite 
of its reproaches he plots new crimes to ensure the prize of ` 
the old one; but still it makes him unhappy (m. i. 49 f., m0. 
ili. 35 f.). Nor is he cruel or malevolent. 

On the other hand, he is no tragic character. He had a small 
nature. If Hamlet may be trusted, he was a man of mean 
appearance — a mildewed ear, a toad, a bat; and he was also 
bloated by excess in drinking. People made mouths at him 
in contempt while his brother lived; and though, when he 
came to the throne, they spent large sums in buying his por- 
trait, he evidently put little reliance on their loyalty. He was 
no villain of force, who thought of winning his brother’s 
crown by a bold and open stroke, but a cut-purse who stole 
the diadem from a shelf and put it in his pocket. He had 
the inclination of natures physically weak and morally small 
towards intrigue and crooked dealing. His instinctive pre- 
dilection was for poison: this was the means he used in his 
first murder, and he at once recurred to it when he. had failed 
to get Hamlet executed by deputy. Though in danger he showed 
no cowardice, his first thought was always for himself. 


I like him not, nor stands it safe with us 
To let his madness range, 


— these are the first words we hear him speak after the play- 
Scene. His first comment on the death of Polonius is, 


It had been so with us had we been there; 
and his second is, 


Alas, how shall this bloody deed be answered? 
It will be laid to us. 


He was not, however, stupid, but rather quick-witted and 
1] do not rely so much on his own statement to Laertes (ry. vii. 12 f.) 


asion the absence of contrary indications, on his tone in speaking to her, 
and on such signs as his mention of her in soliloquy (m. iii. 55). 
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adroit. He won the Queen partly indeed by presents (how 
pitifully characteristic of her !), but also by “witch-craft of his 
wit’ or intellect. He seems to have been soft-spoken, ingratia- 
ting in manner, and given to smiling on the person he addressed 
(‘that one may smile, and smile, and be a villain *). We see 
this in his speech to Laertes about the young man’s desire to 
return to Paris (1. ii. 42 f.). Hamlet scarcely ever speaks to him 
without an insult, but he never shows resentment, hardly even 
annoyance. He makes use of Laertes with great dexterity. 
He had evidently found that a clear head, a general com- 
plaisance, a willingness to bend and oblige where he could 
not overawe, would lead him to his objects, — that he could 
trick men and manage them. Unfortunately he imagined he 
could trick something more than men. 

This èrror, together with a decided trait of temperament, 
leads him to his ruin. He has a sanguine disposition. When 
first we see him, all has fallen out to his wishes, and he con- 
fidently looks forward to a happy life. He believes his secret 
to be absolutely safe, and he is quite ready to be kind to 
Hamlet, in whose melancholy he sees only excess of grief. 
He has no desire to see him leave the court; he promises him 
his voice for the succession (I. ii. 108, m. ii. 355); he will be 
a father to him. Before long, indeed, he 
and then more and more alarmed; but 
has contrived Hamlet’s death in England, he has still no 
Suspicion that he need not hope for happiness: 2 


% till I know ’tis done, 
Howe’er my haps, my Joys were ne’er begun, 


Nay, his very last words show that he goes to death unchanged: 


Oh yet defend me, friends, I am but hurt [ wounded], 


he cries, although in half a minute he is dead. That his crime 
has failed, and that it could do nothing else, never once comes 
home to him. He thinks he can Over-reach Heaven. When he 
t Praying for pardon, he is all the while perfectly determined 
to keep his crown; and he knows it. More — it is one of the 
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grimmest things in Shakespeare, but he puts such things so 
quietly that we are apt to miss them — when the King is 
praying for pardon for his first murder he has just made his 
final arrangements for a second, the murder of Hamlet. But 
he does not allude to that fact in his prayer. If Hamlet had 
really wished to kill him at a moment that had no relish of 
salvation in it, he had no need to wait. So we are inclined 
to say; and yet it was not so. For this was the crisis for 
Claudius as well as Hamlet. He had better have died at once, 
before he had added to his guilt a share in the responsibility 
for all the woe and death that followed. And so, we may 
allow ourselves to say, here also Hamlet’s indiscretion served 
hin well. The power that shaped his end shaped the King’s 
DO less. 

_ For —to return in conclusion to the action of the play — 
in all that happens or is done we seem to apprehend some 
vaster power. We do not define it, or even name it, or perhaps 
even say to ourselves that it is there; but our imagination is 
haunted by the sense of it, as it works its way through the deeds 
or the delays of men to its inevitable end. And most of all do 
we feel this in regard to Hamlet and the King. For these two, 
the one by his shrinking from his appointed task, and the 
other by efforts growing ever more feverish to rid himself 
of his enemy, seem to be bent on avoiding each other. But 
they cannot. Through devious paths, the very paths they take 
in order to escape, something is pushing them silently step 
by step towards one another, until they meet and it puts the 
sword into Hamlet’s hand. He himself must die, for he 
needed this compulsion before he could fulfil the demand of 
destiny; but he must fulfil it. And the King too, turn and 
twist as he may, must reach the appointed goal, and is only 
hastening to it by the windings which seem to lead else- 
where. Concentration on the character of the hero is apt to 
withdraw our attention from this aspect of the drama; but in 
__} This also is quietly indicated. Hamlet spares the King, he says, because 
if the King is killed praying he will go to heaven. On Hamlet's departure, 
the King rises from his knees, and mutters: 

My words fly up, my thoughts remain below: 
Words without thoughts never to heaven go. 


140 Shakespearean Tragedy 


no other tragedy of Shakespeare’s, not even in Macbeth, is 
is aspect so impressive.1 

a HentiGa Marbetk for a further reason. In Macbeth and 
Hamlet not only is the feeling of a supreme power or gre 
peculiarly marked, but it has also at times a peculiar tone, 
which may be called, in a sense, religious. I cannot make ae 
Meaning clear without using language too definite to en 

truly the imaginative impression produced; but it is roughly 


supernaturally interferes, our sense of it is influenced by the 
fact that Shakespeare uses Current religious ideas here muc 

more decidedly than in Othello or King Lear. The horror in 
Macbeth’s soul is more than o; 
at the thought that he is eternally ‘lost’; the same idea appears 
in the attempt of Claudius at repentance; and as Hamlet 


with the pirate ship. This incide 


1 I am indebted to Werder in this 
d Paragraph. i 
The attempt to explain this meetj 7 Hamlet 18 
Scarcely worth mention, ting as pre-arranged W 
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Observing this, we may remember another significant point 
of resemblance between Hamlet and Macbeth, the appearance 
in each play of a Ghost, — a figure which seems quite in place 
in either, whereas it would seem utterly out of place in Othello 
or King Lear. Much might be said of the Ghost in Hamlet, 
but I confine myself to the matter which we are now consider- 
ing. What is the effect of the appearance of the Ghost ? And, 
in particular, why does Shakespeare make this Ghost so 
majestical a phantom, giving it that measured and solemn 
utterance, and that air of impersonal abstraction which for- 
bids, for example, all expression of affection for Hamlet and 
checks in Hamlet the outburst of pity for his father? What- 
ever the intention may have been, the result is that the Ghost 
affects imagination not simply as the apparition of a dead 
king who desires the accomplishment of his purposes, but also 
as the representative of that hidden ultimate power, the 
messenger of divine justice set upon the expiation of offences 
which it appeared impossible for man to discover and avenge, 
a reminder of a symbol of the connection of the limited world 
of ordinary experience with the vaster life of which it is but 
a partial appearance. And as, at the beginning of the play, 
we have this intimation, conveyed through the medium of the 
Teceived religious idea of a soul come from purgatory, so at 
the end, conveyed through the similar idea of a soul carried 
by angels to its rest, we have an intimation of the same char- 
acter, and a reminder that the apparent failure of Hamlet’s 
ife is not the ultimate truth concerning him. f 
_ If these various peculiarities of the tragedy are considered, 
it will be agreed that, while Hamlet certainly cannot be called 
In the specific sense a ‘religious drama’, there is in it neverthe- 
less both a freer use of popular religious ideas, and a more 
decided, though always imaginative, intimation of a supreme 
power concerned in human evil and good, than can be found 
in any other of Shakespeare’s tragedies. And this is probably 
One of the causes of the special popularity of this play, just as 
Macbeth, the tragedy which in these respects most nearly 
approaches it, has also the place next to it in general esteem. 


LECTURE V 
OTHELLO 


; in the 
fact that ideas and phrases of the earlier play are echoed in t 
later.1 There is, fu 


to be considered wh 
in the subjects. 

extremely unlike, 
much difficulty 
other; but still 
and each end 
This theme is 
Hamlet, for the 
in King Lear, 

drew Shakes 


of style, the 


en! 
‘ is change goes another, an enlargem 
in the stature of the her 


something Colossal, somet 
Angelo’s figures. The 


S e 
y are not merely exceptional men, they 


4 bara: 
$ of the maid Bar is 
‘She was in love, and he she loved proved mad And did forsake berg 
Theobald changed ‘mad? to ‘bad’. Warburton read ‘and he she Joy 
forsook her, And she proved mad’! Joh i just what 
Tantic, uncertain’. But what d f Barbara is j 
Ophelia might have said of Ta Ue ee BaP 
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are huge men; as it were, survivors of the heroic age living in 
a later and smaller world. We do not receive this impression 
from Romeo or Brutus or Hamlet, nor did it lie in Shake- 
speare’s design to allow more than touches of this trait to 
Julius Caesar himself; but it is strongly marked in Lear and 
Coriolanus, and quite distinct in Macbeth and even in Antony. 
Othello is the first of these men, a being essentially large and 
grand, towering above his fellows, holding a volume of force 
which in repose ensures pre-eminence without an effort, and 
in commotion reminds us rather of the fury of the elements 
than of the tumult of common human passion. 


1 


_ What is the peculiarity of Othello ? What is the distinctive 
impression that it leaves? Of all Shakespeare’s tragedies, I 
would answer, not even excepting King Lear, Othello is the 
most painfully exciting and the most terrible. From the 
moment when the temptation of the hero begins, the reader’s 
heart and mind are held in a vice, experiencing the extremes 
of pity and fear, sympathy and repulsion, sickening hope and 
dreadful expectation. Evil is displayed before him, not indeed 
with the profusion found in King Lear, but forming, as. it 
were, the soul of a single character, and united with an in- 
tellectual superiority so great that he watches its advance 
fascinated and appalled. He sees it, in itself almost irresistible, 
aided at every step by fortunate accidents and the innocent 
mistakes of its victims. He seems to breathe an atmosphere 
as fateful as that of King Lear, but more confined and oppres- 
sive, the darkness not of night but of a close-shut murderous 
room. His imagination is excited to intense activity, but it is 
the activity of concentration rather than dilation. ; 

I will not dwell now on aspects of the play which modify 
this impression, and 1 reserve for later discussion one of its 
Principal sources, the character of Tago. But if we glance at 
Some of its other sources, we shall find at the same time 
certain distinguishing characteristics of Othello. ft 

(1) One of these has been already mentioned in our dis- 
cussion of Shakespeare’s technique. Othello is not only the 
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most masterly of the tragedies in point of construction, but 
its method of construction is unusual. And this method, by 
which the conflict begins late, and advances without appreciable 
Pause and with accelerating speed to the catastrophe, mie 
main cause of the painful tension just described. To this 
may be added that, after the conflict has begun, there is very 
little relief by way of the ridiculous. Henceforward at any 
Tate Iago’s humour never raises a smile. The clown is a poor 
one; we hardly attend to him and quickly forget him; I believe 
most readers of Shakespeare, if asked whether there is a clown 
in Othello, would answer No. m 
(2) In the second place, there is no subject more exciting 
than sexual jealousy rising to the pitch of passion; and there 
can hardly be any spectacle at once so engrossing and sO 
painful as that of a great nature suffering the torment of this 
passion, and driven by it toʻa crime which is also a hideous 
blunder. Such a passion as ambition, however terrible its 
results, is not itself ignoble; if we separate it in thought from 
the conditions which make it guilty, it does not appear des- 
picable; it is not a kind of suffering, its nature is active; aD 
therefore we can watch its course without shrinking. But 
jealousy, and especially sexual jealousy, brings with it a sense 
of shame and humiliation. For this reason it is generally 
hidden; if we perceive it we Ourselves are ashamed and turn 
our eyes away; and when it is not hidden it commonly stirs 
Onempt as well as pity. Nor is this all. Such jealousy as 
Othello’s converts human nature into chaos, and liberates the 
beast in man; and it does this i i 


intense and also the most ideal of human feelings. What 
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treated as the inmate of a brothel, a scene far more painful 
than the murder scene, is another cause of the special effect 
of this tragedy.? 

(3) The mere mention of these scenes will remind us pain- 
fully of a third cause; and perhaps it is the most potent of all. 
I mean the suffering of Desdemona. This is, unless I mistake, 
the most nearly intolerable spectacle that Shakespeare offers 
us. For one thing, it is mere suffering; and, ceteris paribus, 
that is much worse to witness than suffering that issues in 
action. Desdemona is helplessly passive. She can do nothing 
whatever. She cannot retaliate even in speech; no, not even 
in silent feeling. And the chief reason of her helplessness only 
makes the sight of her suffering more exquisitely painful. 
She is helpless because her nature is infinitely sweet and her 
love absolute. I would not challenge Mr. Swinburne’s state- 
ment that we pity Othello even more than Desdemona; but 
we watch Desdemona with more unmitigated distress. We 
are never wholly uninfluenced by the feeling that Othello 
is a man contending with another man; but Desdemona’s 
suffering is like that of the most loving of dumb creatures 
tortured without cause by the being he adores. _ 

(4) Turning from the hero and heroine to the third principal 
character, we observe (what has often been pointed out) 
that the action and catastrophe of Othello depend largely on 
intrigue. We must not say more than this. We must not call 
the play a tragedy of intrigue as distinguished from a tragedy 
of character. Iago’s plot is Iago’s character in action; and 
it is built on his knowledge of Othello’s character, and could 
not otherwise have succeeded. Still it remains true that an 
elaborate plot was necessary to elicit the catastrophe; for 
Othello was no Leontes, and his was the last nature to en- 
gender such jealousy from itself. Accordingly Jago’s intrigue 
Occupies a position in the drama for which no parallel can be 
found in the other tragedies; the only approach, and that a 
distant one, being the intrigue of Edmund in the secondary 
plot of King Lear. Now in any novel or play, even if the 

1 The whole force of the passages referred to can be felt only by a reader. 


The Othello of our stage can never be Shakespeare’s Othello, any more 
than the Cleopatra of our stage can be his Cleopatra. 


F 
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persons rouse little interest and are never in serious danger, a 
skilfully-worked intrigue will excite eager attention and sus- 
pense. And where, as in Othello, the persons inspire the keenest 
sympathy and antipathy, and life and death depend on the 
intrigue, it becomes the source of a tension in which pain 
almost overpowers pleasure. Nowhere else in Shakespeare 
do we hold our breath in such anxiety and for so long a time 
as in the later Acts of Othello. WE: 

(5) One result of the prominence of the element of intrigue 
is that Othello is less unlike a story of private life than any 
other of the great tragedies. And this impression is strength- 
ened in further ways. In the other great tragedies the action 
is placed in a distant period, so that its general significance is 
perceived through a thin veil which separates the persons from 
ourselves and our own world. But Othello is a drama of modern 
life; when it first appeared it was a drama almost of con- 
temporary life, for the date of the Turkish attack on Cyprus 
is 1570. The characters come close to us, and-the application 
of the drama to ourselves (if the phrase may be pardoned) 
1s More immediate than it can be in Hamlet or Lear. Besides 
this, their fortunes affect us as those of private individuals more 
than is possible in any of the later tragedies with the exception 
of Timon. I have not forgotten the Senate, nor Othello’s 


Position, nor his service to the State; but his deed and his 
death have not that influ 


an empire which serves 
our own sphere, the s 
Coriolanus and Antony. 


ence and by the appearance 0 
*See p. 4. 
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supernatural agencies. These, as we have seen, produce in 
Hamlet a somewhat similar effect, which is increased by the 
hero’s acceptance of the accidents as a providential shaping 
of his end. King Lear is undoubtedly the tragedy which comes 
nearest to Othello in the impression of darkness and fatefulness, 
and in the absence of direct indications of any guiding power. 
But in King Lear, apart from other differences to be considered 
later, the conflict assumes proportions so vast that the imagina- 
tion seems, as in Paradise Lost, to traverse spaces wider than 
the earth. In reading Othello the mind is not thus distended. 
It is more bound down to the spectacle of noble beings caught 
in toils from which there is no escape; while the prominence 
of the intrigue diminishes the sense of the dependence of the 
catastrophe on character, and the part played by accident? in 
this catastrophe accentuates the feeling of fate. This influence 
of accident is keenly felt in King Lear only once, and at the 
very end of the play. In Othello, after the temptation has 
begun, it is incessant and terrible. The skill of Iago was extra- 
ordinary, but so was his good fortune. Again and again a 
chance word from Desdemona, a chance meeting of Othello 
and Cassio, a question which starts to our lips and which 
anyone but Othello would have asked, would have destroyed 
Iago’s plot and ended his life. In their stead, Desdemona 
drops her handkerchief at the moment most favourable to 
him, Cassio blunders into the presence of Othello only to 
1Bven here, however, there is a great difference; for although the idea 
of such a power is not suggested by King Lear as it is by Hamlet and 
Macbeth, it is repeatedly expressed by persons in the drama. Of such 
references there are very few in Othello. But for somewhat frequent 
allusions to hell and the devil the view of the characters is almost strictly 
secular. Desdemona’s sweetness and forgivingness are not based on 


religion, and her only way of accounting for her undeserved suffering is 
by an appeal to Fortune: ‘It is my wretched fortune’ (iv. ii. 128). In like 


manner Othello can only appeal to Fate (v. ii. 264): 
but, oh vain boast! 
Who can control his fate? 


2 Ulrici has good remarks, though he exaggerates, on this point and the 


element of intrigue. ernie 

2 And neither she nor Othello observes what handkerchief it is. Else 
she would have remembered how she came to lose it, and would have told 
Othello; and Othello, too, would at once have detected Iago’s lie (m. iii. 
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i i i hen she is 
him in a swoon, Bianca arrives precisely when 
adele complete Othello’s deception and gion meenen 
into fury. All this and much more seems to us qui e ue with 
so potent is the art of the dramatist ; but it confoun s ne 
a feeling, such as we experience in the Oedipus tal Ob is 
for these star-crossed mortals — both dvadatuoves ce that 
no escape from fate, and even with a feeling, absent T nid 
play, that fate has taken sides with villainy. It is not ST che 
therefore, that Othello should affect us as Hamlet an 1 OF 
never do, and as King Lear does only in slighter measul ae 
the contrary, it is marvellous that, before the tragedy this He? 
Shakespeare should have succeeded in toning dawn one 
pression into harmony with others more solemn an a en 
But has he wholly succeeded? Or is there a justifica hile 
for the fact — a fact it certainly is — that some readers, y ilo 
acknowledging, of course, the immense power of Oe 
and even admitting that it is dramatically perhaps 5 dis- 
Speare’s greatest triumph, still Tegard it with a certain ids 
taste, or, at any rate, hardly allow it a place in their mi 
beside Hamlet, King Lear and Macbeth, ne 
The distaste to which I refer is due chiefly to two cau ie 
First, to many readers in Our time, men as well as women a 
subject of sexual jealousy, treated with Elizabethan fulln BE 
and frankness, is not merely painful but so repulsive that ea 
even the intense tragic emotions which the story generates C 
TBa that he had seen Cassio wipe his beard with the handkerchief today d 
For in fact the handkerchief had n lost not an hour before Iago his 
i ot the same scene), and it was at that moment in 
ocket. He lied th ly, but with his usual luck. 


in 
With v io greets the arrival of Desdemona i 
Cyprus. Her ship (which is also Iago’ 

than the others, 


Their mortal natures, letting go safely b 
The divine Desdemona. Se Pe 


So swiftly does Fate Conduct her to her doom. 
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overcome this repulsion. But while it is easy to understand 
a dislike of Othello thus caused, it does not seem necessary 
to discuss it, for it may fairly be called personal or subjective. 
It would become more than this, and would amount to a 
criticism of the play, only if those who feel it maintained that 
the fullness and frankness which are disagreeable to them are 
also needless from a dramatic point of view, or betray a design 
of appealing to unpoetic feelings in the audience. But I do 
not think that this is maintained, or that such a view would be 
plausible. 

To some readers, again, parts of Othello appear shocking 
or even horrible. They think —if I may formulate their 
objection — that in these parts Shakespeare has sinned against 
the canons of art, by representing on the stage a violence or 
brutality the effect of which is unnecessarily painful and rather 
sensational than tragic. The passages which thus give offence 
are probably those already referred to, — that where Othello 
strikes Desdemona (iV. i. 251), that where he affects to treat 
her as an inmate of a house of ill-fame (Iv. ii.), and finally 
the scene of her death. t ; 

The issues thus raised ought not to be ignored or impatiently 
dismissed, but they cannot be decided, it seems to me, by 
argument. All we can profitably do is to consider narrowly 
our experience, and to ask ourselves this question: If we feel 
these objections, do we feel them when we are reading the 
play with all our force, or only when we are reading it in ay 
half-hearted manner ? For, however matters may stand in the 
ormer case, in the latter case evidently the fault is ours and 
not Shakespeare’s. And if we try the question thus, I belie 
we shall find that on the whole the fault is ours. The first, . 
and least important, of the three passages — that of the 
blow — seems to me the most doubtful. I confess that, do 
what I will, I cannot reconcile myself with it. It seems certain _ 
that the blow is by no means a tap on the shoulder with a roll 
of paper, as some actors, feeling the repulsiveness of the 
Passage, have made it. It must occur, too, on the open stage. ~ 
And there is not, I think, a sufficiently overwhelming tragic 
feeling in the passage to make it bearable. But in the other two 
Scenes the case is different. There, it seems to me, if we fully 
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imagine the inward tragedy in the souls of the persons as we 
read, the more obvious and almost physical sensations of pain 
or horror do not appear in their own likeness, and only serve 
to intensify the tragic feelings in which they are absorbed. 
Whether this would be so in the murder-scene if Desdemona 
had to be imagined as dragged about the open stage (as in 
some modern performances) may be doubtful; but there is 
absolutely no warrant in the text for imagining this, and it is 
also quite clear that the bed where she is stifled was within the 
curtains,} and so, presumably, in part, concealed. 

Here, then, Othello does not appear to be, unless perhaps at 
One point,? open to criticism, though it has more passages 
than the other three tragedies where, if imagination is not fully 
exerted, it is shocked or else sensationally excited. If never- 
theless we feel it to occupy a place in our minds a little lower 
than the other three (and I believe this feeling, though not 
general, is not rare), the reason lies not here but in another 
characteristic, to which I have already referred, — the com- 
parative confinement of the imaginative atmosphere. Othello 


d stood were drawn together at the words, 
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Hamlet and King Lear, and, in a slighter degree, in Macbeth; 
but it is much less so in Othello. I do not mean that in Othello 
the suppression is marked, or that, as in Troilus and Cressida, it 
strikes us as due to some unpleasant mood; it seems rather 
to follow simply from the design of a play on a contemporary 
and wholly mundane subject. Still it makes a difference of the 
kind I have attempted to indicate, and it leaves an impression 
that in Othello we are not in contact with the whole of Shake- 
speare. And it is perhaps significant in this respect that the 
hero himself strikes us as having, probably, less of the poet’s 
personality in him than many characters far inferior both as 
dramatic creations and as men. 


2 


The character of Othello is comparatively simple, but, as I 
have dwelt on the prominence of intrigue and accident in the 
play, it is desirable to show how essentially the success of 
Iago’s plot is connected with this character. Othello’s des- 
cription of himself as 


one not easily jealous, but, being wrought, 
Perplexed in the extreme, 


is perfectly just. His tragedy lies in this — that his whole 
nature was indisposed to jealousy, and yet was such that he 
was unusually open to deception, and, if once wrought to 
passion, likely to act with little reflection, with no delay, and 
in the most decisive manner conceivable. 

Let me first set aside a mistaken view. I do not mean the 
ridiculous notion that Othello was jealous by temperament, 
but the idea, which has some little plausibility, that the play 
is primarily a study of a noble barbarian, who has become a 
Christian and has imbibed some of the civilisation of his em- 
ployers, but who retains beneath the surface the savage passions 
of his Moorish blood and also the suspiciousness regarding 
female chastity common among Oriental peoples, and that 
the last three Acts depict the outburst of these original feelings 
through the thin crust of Venetian culture. It would take too 
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long to discuss this idea,1 and it would perhaps be useless to 
do so, for all arguments against it must end in an appeal to the 
reader’s understanding of Shakespeare. If he thinks it is like 
Shakespeare to look at things in this manner; that he had a 
historical mind and occupied himself with problems of ‘Cul- 
turgeschichte’; that he laboured to make his Romans per- 
fectly Roman, to give a correct view of the Britons in the days 
of Lear or Cymbeline, to portray in Hamlet a stage of the 
moral consciousness not yet reached by the people around 
him, the reader will also think this interpretation of Othello 
probable. To me it appears hopelessly un-Shakespearean. I 
could as easily believe that Chaucer meant the Wife of Bath 
for a study of the peculiarities of Somersetshire, I do not mean 
that Othello’s race is a matter of no account. It has, as we 
shall presently see, its importance in the play. It makes a 
difference to our idea of him; it makes a difference to the 
action and catastrophe. But in regard to the essentials of his 
character it is not important; and if anyone had told Shake- 
Speare that no Englishman would have acted like the Moor, 
and had congratulated him on the accuracy of his racial psycho- 
logy, I am sure he would have laughed, E 
Othello is, in one sense of the word, by far the most romantic 
figure among Shakespeare’s heroes; and he is so partly from 
the strange life of war and adventure which he has lived from 
childhood. He does not belong to our world, and he seems to 
enter it we know Rot whence — almost as if from wonderland. 
There is Something mysterious in his descent from men of 
royal siege; in his wanderings in vast deserts and among 
marvellous peoples; in his tales of magic handkerchiefs and 
prophetic Sibyls; in the sudden vague glimpses we get O 
numberless battles and sieges in which he has played the hero 
and has borne a charmed life; even in chance references to his 
baptism, his being sold to Slavery, his sojourn in Aleppo. . 
And he Is not merely a romantic figure; his own nature !S 
romantic. He has not, indeed, the meditative or speculative 
imagination of Hamlet; but in the strictest sense of the word 


1 The reader who is tempted by i imself 

y it should, however, first ask hims 

whether Othello does act like a barbarian, or like a man who, thou! 
wrought almost to madness, does ‘all in honour’. 
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he is more poetic than Hamlet. Indeed, if one recalls Othello’s 
most famous speeches — those that begin, ‘Her father loved 
me’, ‘O now for ever’, ‘Never, lago’, ‘Had it pleased Heaven’, 
‘It is the cause’, ‘Behold, I have a weapon’, ‘Soft you, a word 
or two before you go’ — and if one places side by side with 
these speeches an equal number by any other hero, one will 
not doubt that Othello is the greatest poet of them all. There 
is the same poetry in his casual phrases — like ‘These nine 
moons wasted’, ‘Keep up your bright swords, for the dew 
will rust them’, ‘You chaste stars’, ‘It is a sword of Spain, 
the ice-brook’s temper’, ‘It is the very error of the moon’ — 
and in those brief expressions of intense feeling which ever 
since have been taken as the absolute expression, like 


If it were now to die, 
*Twere now to be most happy; for, I fear, 
My soul hath her content so absolute 
That not another comfort like to this 
Succeeds in unknown fate, 
or 
If she be false, O then Heaven mocks itself, 
T'I not believe it; 
or Lag , 
No, my heart is turned to stone; I strike it, and it hurts my hand, 
or 
But yet the pity of it, Iago! O lago, the pity of it, Iago! 
or 
O thou weed, 
Who are so lovely fair and smell’st so sweet r 
That the sense aches at thee, would thou hadst ne’er been born. 


And this imagination, we feel, has accompanied his whole 
life. He has watched with a poet’s eye the Arabian trees drop- 
ping their med’cinable gum, and the Indian throwing away his 
chance-found pearl; and has gazed in a fascinated dream at 
the Pontic sea rushing, never to return, to the Propontic 
and the Hellespont; and has felt as no other man ever felt (for 
he speaks of it as none other ever did) the poetry of the pride, 
pomp, and circumstance of glorious war. 3 é 

So he comes before us, dark and grand, with a light upon 
him from the sun where he was born; but no longer young, 
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and now grave, self-controlled, steeled by the ms eb ot 
countless perils, hardships and vicissitudes, at once si air 
and stately in bearing and in speech, a great man Das 
modest but fully conscious of his worth, proud of his ser we 
to the state, unawed by dignitaries and unelated by hono e 
secure, it would seem, against all dangers front without ae 
all rebellion from within. And he comes to have his aa 
crowned with the final glory of love, a love as strange, K 
venturous and romantic as any passage of his eventful hista 
filling his heart with tenderness and his imagination WE 
ecstasy. For there is no love, not that of Romeo in his youth, 
more steeped in imagination than Othello’s. 5 
The sources of danger in this character are revealed but toa 
clearly by the story. In the first place, Othello’s mind, for FE 
its poetry, is very simple. Heis not observant. His nature ten 5 
outward. He is quite free from introspection, and is not es 
to reflection. Emotion excites his imagination, but it confuse 
and dulls his intellect. On this side he is the very opposite 
of Hamlet, with whom, however, he shares a great openge 
and trustfulness of nature. In addition, he has little exper 
of the corrupt products of civilised life, and is ignorant © 
European women, f i 
In the second place, for all his dignity and massive ca m 
(and he has greater dignity than any other of Shakespeare’s 
men), he is by nature full of the most vehement passion. 
Shakespeare emphasises his self-control, not only by the won- 


derful pictures of the First Act, but by references to the past. 
Lodovico, amazed at his violence, exclaims: 


Is this the noble Moor whom our full Senate 

Call all in all sufficient? Is this the nature 7 
Whom passion could no! shake? whose solid virtue 
The shot of accident nor dart of chance 

Could neither graze nor pierce? 


Iago, who has here no motive for lying, asks: 


` Can he be angry? I have seen the cannon 
When it hath blown his ranks into the air, 
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And, like the devil, from his very arm 
Puffed his own brother — and can he be angry?! 


This, and other aspects of his character, are best exhibited 
by a single line — one of Shakespeare’s miracles — the words 
by which Othello silences in a moment the night-brawl between 
his attendants and those of Brabantio: 


Keep up your bright swords, for the dew will rust them. 


And the same self-control is strikingly shown where Othello 
endeavours to elicit some explanation of the fight between 
Cassio and Montano. Here, however, there occur ominous 
words, which make us feel how necessary was this self-control, 
and make us admire it the more: 


Now, by heaven, 
My blood begins my safer guides to rule, 
And passion, having my best judgment collied, 
Assays to lead the way. 


We remember these words later, when the sun of reason is 
‘collied’, blackened and blotted out in total eclipse. 

Lastly, Othello’s nature is all of one piece. His trust, where 
he trusts, is absolute. Hesitation is almost impossible to him. 
He is extremely self-reliant, and decides and acts instantane- 
ously. If stirred to indignation, as ‘in Aleppo once’, he answers 
with one lightning stroke. Love, if he loves, must be to him 
the heaven where either he must live or bear no life. If such 
a passion as jealousy seizes him, it will swell into a well-nigh 
incontrollable flood. He will press for immediate conviction 
or immediate relief. Convinced, he will act with the authority 
of a judge and the swiftness of a man in mortal pain. Un- 
deceived, he will do like execution on himself. Y 

This character is so noble, Othello’s feelings and actions 
follow so inevitably from it and from the forces brought to 
bear on it, and his sufferings are so heart-rending, that he 
stirs, I believe, in most readers a passion of mingled love and 
pity which they feel for no other hero in Shakespeare, and to 


1 For the actor, then, to represent him as violently angry when he 
cashiers Cassio is an utter mistake. 


5 
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struction of the text which makes Othello appear jealous long 
before he really is so; and partly from failure to realise certain 
essential facts, I will begin with these. 


(1) Othello, we have seen, was trustful, and thorough in his 


have been quite unnatural in him to be unmoved by the warn- 
ings of so honest a friend, i i 


1 T cannot deal fully with this point in the lecture. See Note L. 
*It is important to observe that, in hi 
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Othello’s character for supposing that, if he had been such a 
man, he would have felt and acted as he does in the play. But 
he was newly married; in the circumstances he cannot have 
known much of Desdemona before his marriage; and further 
he was conscious of being under the spell of a feeling which can 
give glory to the truth but can also give it to a dream. 

(3) This consciousness in any imaginative man is enough, 
in such circumstances, to destroy his confidence in his powers 
of perception. In Othello’s case, after a long and most artful 
preparation, there now comes, to reinforce its effect, the sug- 
gestions that he is not an Italian, nor even a European; that 
he is totally ignorant of the thoughts and the customary 
morality of Venetian women;} that he had himself seen in 
Desdemona’s deception of her father how perfect an actress 
she could be. As he listens in horror, for a moment at least 
the past is revealed to him in a new and dreadful light, and the 
ground seems to sink under his feet. These suggestions are 
followed by a tentative but hideous and humiliating insinuation 
of what his honest and much-experienced friend fears may be 
the true explanation of Desdemona’s rejection of acceptable 
suitors, and of her strange, and naturally temporary, pre- 
ference for a black man. Here Iago goes too far. He sees 
something in Othello’s face that frightens him, and he breaks 
off. Nor does this idea take any hold of Othello’s mind. But 
it is not surprising that his utter powerlessness to repel it on 
the ground of knowledge of his wife, or even of that instinctive 
interpretation of character which is possible between persons of 
the same race,? should complete his misery, so that he feels hecan 
bear no more, and abruptly dismisses his friend (m. iii. 238). 

1 To represent that Venetian women do not regard adultery so seriously = 
as Othello does, and again that Othello would be wise to accept the situa- 
tion like an Italian husband, is one of Iago’s most artful and most mad- 
dening devices. E 4 f 

2 If the reader has ever chanced to see an African violently excited, he 
may have been startled to observe how completely at a loss he was to 
interpret those bodily expressions of passion which in a fellow-country- 
man he understands at once, and in a European foreigner with somewhat 
less certainty. The effect of difference in blood in increasing Othello’s 
bewilderment regarding his wife is not sufficiently realised. The same 
effect has to be remembered in regard to Desdemona’s mistakes in dealing 
with Othello in his anger. 2 
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Now I repeat that any man situated as Othello was yout 
aave been disturbed by Iago’s communications, nog a 
that many men would have been made wildly jealous. B T nR 
to this point, where Iago is dismissed, Othello, I must main E 
does not show jealousy. His confidence is shaken, he is c R 
fused and deeply troubled, he feels even horror; but heas nS 
yet jealous in the proper sense of that word. In his soli oa 
(m. iii. 258 ff.) the beginning of this passion may be ne 
but it is only after an interval of solitude, when he has nae 
time to dwell on the idea presented to him, and especially a E 
statements of fact, not mere general grounds of suspicion, ars 
offered, that the passion lays hold of him. Even then, how 
ever, and indeed to the very end, he is quite unlike the essen- 
tially jealous man, quite unlike Leontes. No doubt he 
thought of another man’s Possessing the woman he loves i 
intolerable to him; no doubt the sense of insult and the impulse 
of revenge are at times most violent; and these are the feeling: 
of jealousy proper. But these are not the chief or the despes, 
source of Othello’s suffering. It is the wreck of his faith’ an 
his love. It is the feeling, 


If she be false, oh then Heaven mocks itself; 
the feeling, 


O Iago, the Pity of it, Iago! 
the feeling, 


But there where I have garner’d up my heart, 
Where either I must live, or bear no life ; 

The fountain from the which my current runs, 
Or else dries up — to be discarded thence. . 


You will find nothing like this in Leontes. © 
Up to this point, it appears to me, there is not a syllable re 
be said against Othello. But the play is a tragedy, and fom: 
this point we may abandon the ungrateful and undramai 
task of awarding praise and blame. When Othello, after a bri A 
interval, re-enters (u. iii. 330), we see at once that the poiso 
has been at work, and “burns like the mines of sulphur’. 
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Look where he comes! Not poppy, nor mandragora, 
Nor all the drowsy syrups of the world, 

Shall ever medicine thee to that sweet sleep 

Which thou owedst yesterday. 


He is ‘on the rack’, in an agony so unbearable that he cannot 
endure the sight of Iago. Anticipating the probability that 
Iago has spared him the whole truth, he feels that in that case 
his life is over and his ‘occupation gone’ with all its glories. 
But he has not abandoned hope. The bare possibility that his 
friend is deliberately deceiving him — though such a deception 
would be a thing so monstrously wicked that he can hardly 
conceive it credible — is a kind of hope. He furiously demands 
proof, ocular proof. And when he is compelled to see that he 
is demanding an impossibility he still demands evidence. He 
forces it from the unwilling witness, and hears the maddening 
tale of Cassio’s dream. It is enough. And if it were not 
enough, has he not sometimes seen a handkerchief spotted 
with strawberries in his wife’s hand? Yes, it was his first 
gift to her. 

I know not that; but such a handkerchief — 

I am sure it was your wife’s — did I to-day 

See Cassio wipe his beard with. 


‘If it be that,’ he answers — but what need to test the fact? 
The ‘madness of revenge’ is in his blood, and hesitation is a 
thing he never knew. He passes judgment, and controls him- 
self only to make his sentence a solemn vow. t i 
The Othello of the Fourth Act is Othello in his fall. His 
fall is never complete, but he is much changed. Towards the 
‘close of the Temptation-scene he becomes at times most 
terrible, but his grandeur remains almost undiminished. Even 
in the following scene (1m. iv.), where he goes to test Desdemona 
in the matter of the handkerchief, and receives a fatal confirma- 
tion of her guilt, our sympathy with him is hardly touched by 
any feeling of humiliation. But in the Fourth Act “Chaos has 
come’. A slight interval of time may be admitted here. It is 
but slight’ for it was necessary for Iago to hurry on, and terribly 
dangerous to leave a chance for a meeting of Cassio with 
Othello; and his insight into Othello’s nature taught him 
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i llow 
at his plan was to deliver blow on blow, and never to a 

te vietinn to recover from the confusion of the first shook 
Still there is a slight interval; and when Othello reappears y 
see at a glance that he is a changed man. He is_physica y 
exhausted, and his mind is dazed. He sees everything blurre 
through a mist of blood and tears. He has actually Sa ee 
the incident of the handkerchief, and has to be reminded o H . 
When Iago, perceiving that he can now Tisk almost any lie, 
tells him that Cassio has confessed his guilt, Othello, the here 
who has seemed to us only second to Coriolanus in physica 
power, trembles all over; he mutters disjointed words; a bigos 
ness suddenly intervenes between his eyes and the world; 
he takes it for the shuddering testimony of nature to the horror 
he has just heard,? and he falls senseless to the ground. When 
he recovers it is to watch Cassio, as he imagines, laughing 
over his shame. Itis an imposition so gross, and should have 
been one so perilous, that Iago would never have ventured it 
before. But he is safe now, The sight only adds to the con- 
fusion of intellect the madness of Tage; and a ravenous thirst 
for revenge, contending with motions of infinite longing and 
regret, conquers them. The delay till night-fall is torture to 
him. His self-control has wholly deserted him, and he strikes 
his wife in the presence of the Venetian envoy. He is so lost 
to all sense of Teality that he never asks himself what will 
follow the deaths of Cassio and his wife, An ineradicable in- 
stinct of justice, rather than any last quiver of hope, leads him 
to question Emilia; but nothing could convince him now, 
and there follows the dreadful scene of accusation; and then, 


1 See Note M. 
"Cf. Winter's Tale, 1. ii. 137 ff.: 


Can thy dam? — may’t be? — 
Affection! thy intention stabs the centre: 
Thou dost make possible things not so held, 
‘Ommunicatest with dreams ; — how can this be? 
With what’s unreal thou coactive art, 
And fellow’st nothing: then ’tis very credent 
ou may’st cojoin with something; and thou dost, 

And that beyond commission, and I find it, 
And that to the infection of my brains 

hardening of my brows. ‘ 
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to allow us the relief of burning hatred and burning tears, 
the interview of Desdemona with Iago, and that last talk of 
hers with Emilia, and her last song. 

But before the end there is again a change. The supposed 
death of Cassio (v. i.) satiates the thirst for vengeance. The 
Othello who enters the bed-chamber with the words, 


It is the cause, it is the cause, my soul, 


is not the man of the Fourth Act. The deed he is bound to 
do is no murder, but a sacrifice. He is to save Desdemona 
from herself, not in hate but in honour; in honour, and also 
in love. His anger has passed; a boundless sorrow has taken 
its place; and 
this sorrow’s heavenly: 
It strikes where it doth love. 


Even when, at the sight of her apparent obduracy, and at the 
hearing of words which by a crowning fatality can only re- 
convince him of her guilt, these feelings give way to others, itis . 
to righteous indignation they give way, not to rage; and, terri- 
bly painful as this scene is, there is almost nothing here to 
diminish the admiration and love which heighten pity. And 
pity itself vanishes, and love and admiration alone remain, in 
the majestic dignity and sovereign ascendancy of the close. 
Chaos has come and gone; and the Othello of the Council- 
chamber and the quay of Cyprus has returned, or a greater 
and nobler Othello still. As he speaks those final words in 
which all the glory and agony of his life — long ago in India 
and Arabia and Aleppo, and afterwards in Venice, and now 
in Cyprus — seem to pass before us, like the pictures that flash 
before the eyes of a drowning man, a triumphant scorn for the 
fetters of the flesh and the littleness of all the lives that must 
survive him sweeps our grief away, and when he dies upon a 
kiss the most painful of all tragedies leaves us for the moment 
free from pain, and exulting in the power of ‘love and man’s 
unconquerable mind’. 
1 See Note O. 
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The words just quoted come from Wordsworth’s sonnet to 
Toussaint l’Ouverture. Toussaint was a Negro ; and there is a 
question, which, though of little consequence, is not without 
dramatic interest, whether Shakespeare imagined Othello as 
a Negro or as a Moor. Now I will not say that Shakey 
imagined him as a Negro and not as a Moor, for that mig 
imply that he distinguished Negroes and Moors precisely as 
we do; but what appears to me nearly certain is that he imag- 
ined Othello as a black man, and not as a light-brown one. 

In the first place, we must remember that the brown oF 
bronze, to which we are now accustomed in the Othellos of our 
theatres is a recent innovation. Down to Edmund Kean’s 
time, so far as is known, Othello was always quite black. This 
stage-tradition goes back to the Restoration, and it almost 
settles our question. For it is impossible that the colour of the 
original Othello should have been forgotten so soon after 
Shakespeare’s time, and most improbable that it should have 
been changed from brown to black. 

we turn to the play itself, we find many references to 
Othello’s colour and appearance. Most of these are indecisive; 
for the word ‘black’ was of course used then where we should 


On the other hand, it is hard to believe that, if Othello had 
rabantio would have taunted him with 


having a ‘sooty bosom *, or that (as Mr. Furness observes) he 
himself would have used the words, 


her name, that was as fresh 
As Dian’s visage, is now begrimed and black 
As mine own face. ; 


These arguments cannot be met by pointing out that Othello 
was of royal blood, is not called an Ethiopian, is called a Bar- 
bary horse, and is said to be going to Mauritania. All this 


——— 
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would be of importance if we had reason to believe that Shake- 
speare shared our ideas, knowledge and terms. Otherwise it 
proves nothing. And we know that sixteenth-century writers 
called any dark North-African a Moor, or a black Moor, or 
a blackamoor. Sir Thomas Elyot, according to Hunter,? calls 
Ethiopians Moors; and the following are the first two illus- 
trations of ‘Blackamoor’ in the Oxford English Dictionary: 
1547, ‘I am a blake More borne in Barbary’; 1548, ‘ Ethiopo, 
a blake More, or a man of Ethiope’. Thus geographical names 
can tell us nothing about the question how Shakespeare 
imagined Othello. He may have known that a Mauritanian is 
not a Negro nor black, but we cannot assume that he did. He 
may have known, again, that the Prince of Morocco, who is des- 
cribed in the Merchant of Venice as having, like Othello, the 
complexion of a devil, was no Negro. But we cannot tell: nor 
is there any reason why he should not have imagined the 
Prince as a brown Moor and Othello as a Blackamoor. 
Titus Andronicus appeared in the Folio among Shakespeare’s 
works. It is believed by some good critics to be his: hardly 
anyone doubts that he had a hand in it: it is certain that he 
knew it, for reminiscences of it are scattered through his plays. 
Now no one who reads Titus Andronicus with an open mind 
can doubt that Aaron was, in our sense, black; and he appears 
to have been a Negro. To mention nothing else, he is twice 
called ‘coal-black’; his colour is compared with that of a 
raven and a swan’s legs; his child is coal-black and thick- 
lipped; he himself has a ‘fleece of woolly hair’. Yet he is 
‘Aaron the Moor’, just as Othello is ‘Othello the Moor’, 
In the Battle of Alcazar (Dyce’s Peele, p. 421) Muly the Moor 
is called ‘the negro’; and Shakespeare himself in a single line 
uses ‘negro’ and ‘Moor’ of the same person (Merchant of 
Venice, m1. v. 42). A À 
The horror of most American critics (Mr. Furness is a bright 
exception) at the idea of a black Othello is very amusing, and 
their arguments are highly instructive. But they were antici- 
pated, I regret to say, by Coleridge, and we will hear him. 
‘No doubt Desdemona saw Othello’s visage in his mind; yet, 
as we are constituted, and most surely as an English audience 
1 New Illustrations, ii. 281. 
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was disposed in the beginning of the seventeenth century, it 
would be something monstrous to conceive this beautiful 
Venetian girl falling in love with a veritable negro. It would 
argue a disproportionateness, a want of balance, in Desdemona, 
which Shakespeare does not appear to have in the least con- 
templated.’' Could any argument be more self-destructive ? 
It actually did appear to Brabantio “something monstrous to 
conceive’ his daughter falling in love with Othello, — so 
monstrous that he could account for her love only by drugs 
and foul charms, And the suggestion that such love would 
argue ‘disproportionateness’ is precisely the suggestion that 
Iago did make in Desdemona’s case: 


Foh! one may smell in such a will most rank, 
Foul disproportion, thoughts unnatural. 


In fact he spoke of the marriage exactly as a filthy-minded 
cynic might now speak of the marriage of an English lady to 
a negro like Toussaint. Thus the argument of Coleridge and 
others points straight to the conclusion against which they 
argue, 

But this is not all. The question whether to Shakespeare 
Othello was black or brown is not a mere question of isolate 
fact or historical curiosity ; it concerns the character of Desde- 
mona. Coleridge, and still more the American writers, regar 
her love, in effect, as Brabantio regarded it, and not as Shake- 
Speare conceived it. They are simply blurring this glorious 
conception when they try to lessen the distance between her 
and Othello, and to smooth away the obstacle which his 
‘visage’ offered to her romantic passion for a hero. Desde- 
mona, the ‘eternal womanly’ in its most lovely and adorable 
form, simple and innocent as a child, ardent with the courage 
and idealism of a saint, radiant with that heavenly purity O 
heart which men worship the more because nature so rarely 
permits it to themselves, had no theories about univers 
brotherhood, and no phrases about ‘one blood in all the 
nations of the earth’ or ‘barbarian, Scythian, bond and free’; 
but when her soul came in sight of the noblest soul on earth, 
she made nothing of the shrinking of her senses, but followed 

> Lectures on Shakespeare, ed. Ashe, p. 386. 
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her soul until her senses took part with it, and ‘loved him with 
the love which was her doom’. It was not prudent. It even 
turned out tragically. She met in life with the reward of those 
who rise too far above our common level; and we continue 
to allot her the same reward when we consent to forgive her 
for loving a brown man, but find it monstrous that she should 
love a black one.* 

There is perhaps a certain excuse for our failure to rise to 
Shakespeare’s meaning, and to realise how extraordinary and 
splendid a thing it was in a gentle Venetian girl to love Othello, 
and to assail fortune with such a ‘downright violence and 
storm’ as is expected only in a hero. It is that when first we 
hear of her marriage we have not yet seen the Desdemona of 
the later Acts; and therefore we do not perceive how aston- 
ishing this love and boldness must have been in a maiden so 
quiet and submissive. And when we watch her in her suffering 
and death we are so penetrated by the sense of her heavenly 
sweetness and self-surrender that we almost forget that she 
had shown herself quite as exceptional in the active assertion 


1 Į will not discuss the further question whether, granted that to Shake- 
speare Othello was a black, he should be represented as a black in our 
theatres now. I dare say not. We do not like the real Shakespeare. We 
like to have his language pruned and his conceptions flattened into some- 
thing that suits our mouths and minds. And even if we were prepared 
to make an effort, still, as Lamb observes, to imagine is one thing and to 
see is another. Perhaps if we saw Othello coal-black with the bodily eye, 
the aversion of our blood, an aversion which comes as near to being 
merely physical as anything human can, would overpower our imagina- 
tion and sink us below not Shakespeare only but the audiences of the 
seventeenth and eighteenth centuries. i 

As I have mentioned Lamb, I may observe that he differed from.Cole- 
ridge as to Othello’s colour, but, I am sorry to add, thought Desdemona 
to stand in need of excuse. ‘This noble lady, with a singularity rather to 
be wondered at than imitated, had chosen for the object of her affections 
a Moor, a black. . . . Neither is Desdemona to be altogether condemned 
for the unsuitableness of the person whom she selected for her lover 
(Tales from Shakespeare). Others, of course, have gone much further and 
have treated all the calamities of the tragedy as a sort of judgment on 
Desdemona’s rashness, wilfulness and undutifulness. There is no arguing 
with opinions like this; but I cannot believe that even Lamb is true to 
Shakespeare in implying that Desdemona is in some degree to be con- 
demned. What is there in the play to show that Shakespeare regarded her 
marriage differently from Imogen’s? 
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of her own soul and will. She tends to become to us pre- 
dominantly pathetic, the sweetest and most pathetic of Shake- 
speare’s women, as innocent as Miranda and as loving as 
Viola, yet suffering more deeply than Cordelia or Imogen. 
And she seems to lack that independence and strength of spirit 
which Cordelia and Imogen possess, and which in a manner 
raises them above suffering. She appears passive and defence- 
less, and can oppose to wrong nothing but the infinite en- 
durance and forgiveness of a love that knows not how to 
resist or resent. She thus becomes at once the most beautiful 
example of this love, and the most pathetic heroine in Shake- 
speare’s world. If her part were acted by an artist equal to 
Salvini, and with a Salvini for Othello, I doubt if the spectacle 
of the last two Acts would not be pronounced intolerable. 

Of course this later impression of Desdemona is perfectly 
right, but it must be carried back and united with the earlier 
before we can see what Shakespeare imagined. Evidently, 
we are to understand, innocence, gentleness, sweetness, 
lovingness were the salient and, in a sense, the principal traits 
in Desdemona’s character, She was, as her father supposed 
her to be, 

a maiden never bold, 


Of spirit so still and quiet that her motion 
Blushed at herself, 


Strange freedom and energy of spirit, and leading to a most 
unusual boldness of action; and this action was carried 
through with a confidence and decision worthy of Juliet of 
Cordelia. Desdemona does not shrink before the Senate; 
and her language to her father, though deeply respectful, 8 
firm enough to stir in us some sympathy with the old man 
who could not survive his daughter’s loss. This then, we must 
understand, was the emergence in Desdemona, as she passe 

from girlhood to womanhood, of an individuality and strength 
which if she had lived would have been gradually fused wit 

her more obvious qualities and have issued in a thousan 
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actions, sweet and good, but surprising to her conventional 
or timid neighbours. And, indeed, we have already a slight 
example in her overflowing kindness, her boldness and her 
ill-fated persistence in pleading Cassio’s cause. But the full 
ripening of her lovely and noble nature was not to be. In her 
brief wedded life she appeared again chiefly as the sweet and 
submissive being of her girlhood; and the strength of her soul, 
first evoked by love, found scope to show itself only in a love 
which, when harshly repulsed, blamed only its own pain; 
when bruised, only gave forth a more exquisite fragrance; 
and when rewarded with death, summoned its last labouring 
breath to save its murderer. 

Many traits in Desdemona’s character have been described 
with sympathetic insight by Mrs. Jameson, and I will pass 
them by and add but a few words on the connection between 
this character and the catastrophe of Othello. Desdemona, as 
Mrs. Jameson remarks, shows less quickness of intellect and 
less tendency to reflection than most of Shakespeare’s heroines ; 
but I question whether the critic is right in adding that she 
shows much of the ‘unconscious address common in women’. 
She seems to me deficient in this address, having in its place 
a frank childlike boldness and persistency, which are full of 
charm but are unhappily united with a certain want of per- 
ception. And these graces and this deficiency appear to be 
inextricably intertwined, and in the circumstances conspire 
tragically against her. They, with her innocence, hinder her 
from understanding Othello’s state of mind, and lead her to 
the most unlucky acts and words; and unkindness or anger 
subdues her so completely that she becomes passive and seems 
to drift helplessly towards the cataract in front. pe 

In Desdemona’s incapacity to resist there is also, in addition 
to her perfect love, something which is very characteristic. 
She is, in a sense, a child of nature. That deep inward division 
which leads to clear and conscious oppositions of Tight and 
wrong, duty and inclination, justice and injustice, 1s alien to” 
her beautiful soul. She is not good, kind and true in spite of 
a temptation to be otherwise, any more than she is charming 
in spite of a temptation to be otherwise. She seems to know 
evil only by name, and, her inclinations being good, she acts 
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on inclination. This trait, with its results, may be seen if be 
compare her, at the crises of the story, with Cordelian [n 
Desdemona’s place, Cordelia, however frightened at Othe oa 
anger about the lost handkerchief, would not have denied its 
loss. Painful experience had produced in her a conse 
principle of rectitude and a proud hatred of falseness, w. ad 
would have made a lie, even one wholly innocent in Spiri 
impossible to her; and the clear sense of justice and rig f 
would have led her, instead, to require an explanation o 
Othello’s agitation which would have broken Jago’s plot à 
pieces. In the same way, at the final crisis, no instinctive terro. 
of death would have compelled Cordelia suddenly to relin- 
quish her demand for justice and to plead for life. But these 
moments are fatal to Desdemona, who acts precisely as 
she were guilty; and they are fatal because they ask for some- 
thing which, it seems to us, could hardly be united with the 
peculiar beauty of her nature, 

This beauty is all her own. Something as beautiful may be 
found in Cordelia, but not the same beauty. Desdemona, 
confronted with Lear’s foolish but pathetic demand for a 
profession of love, could have done, I think, what Cordelia 
could not do — could have Tefused to compete with her gaar 
and yet have made her father feel that she loved him well. 
And I doubt if Cordelia, ‘falsely murdered’, would have been 
capable of those last words of Desdemona — her answer tO 
Emilia’s ‘ʻO, who hath done this deed 2?” 


Nobody: I myself, Farewell. 
Commend me to my kind lord>-O, farewell! 


Were we intended to remember, as we hear this last ‘false- 

hood’, that other falsehood, ‘It is not lost’, and to feel that, 

alike in the momentary child’s fear and the deathless woman's 

love, Desdemona is herself and herself alone ?2 : 

_,, When Desdemona spoke her last words, perhaps that line of the ballad 

which she sang an hour before her death was stil! busy in her brain, 
Let nobody blame him: his scorn I approve. 


Nature plays such Strange tricks, and Shakespeare almost alone ial 
poets seems to create in Somewhat the same manner as Nature. In 


LECTURE VI 
OTHELLO 


1 


Evit has nowhere else been portrayed with such mastery as 
in the character of Iago. Richard III, for example, beside 
being less subtly conceived, is a far greater figure and a less 
repellent. His physical deformity, separating him from other 
men, seems to offer some excuse for his egoism. In spite of 
his egoism, too, he appears to us more than a mere individual; 
he is the representative of his family, the Fury of the House 
of York. Nor is he so negative as Iago: he has strong passions, 
he has admirations, and his conscience disturbs him. There is 
the glory of power about him. Though an excellent actor, he 
prefers force to fraud, and in his world there is no general 
illusion as to his true nature. Again, to compare Iago with the 
Satan of Paradise Lost seems almost absurd, so immensely 
does Shakespeare’s man exceed Milton’s Fiend in evil. That 
mighty Spirit, whose 
form had yet not lost 

All her original brightness, nor appeared 

Less than archangel ruined and the excess 

Of glory obscured; 


who knew loyalty to comrades and pity for victims; who 


felt how awful goodness is, and saw _ 
Virtue in her shape how lovely; saw, and pined 
His loss; 


who could still weep — how much further distant is he than 
Tago from spiritual death, even when, in procuring the fall of 


Malone pointed out, Othello’s exclamation, ‘ Goats and 


Same way, as y. 's § $ 
monkeys!’ (rv. i. 274) is an unconscious reminiscence of Iago’s words at 


m. iii. 403. 
169 


Š 
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Man, he completes his own fall! It is only in Goethe’s 
Mephistopheles that a fit companion for Iago can be found. 
Here there is something of the same deadly coldness, the same 
gaiety in destruction. But then Mephistopheles, like so many 
scores of literary villains, has Iago for his father. And Mephis- 
topheles, besides, is not, in the strict sense, a character. He is 
half person, half symbol. A metaphysical idea speaks through 
him. He is earthy, but could never live upon the earth. 

Of Shakespeare’s characters Falstaff, Hamlet, Iago, and 
Cleopatra (I name them in the order of their births) are 
probably the most wonderful. Of these, again, Hamlet and 
Iago, whose births come nearest together, are perhaps the most 
subtle. And if Iago had been a person as attractive as Hamlet, 
as many thousands of pages might have been written about 
him, containing as much criticism good and bad. As it is, the 
Majority of interpretations of his character are inadequate 
not only to Shakespeare’s conception, but, I believe, to the 
impressions of most readers of taste who are bewildered by 
analysis. These false interpretations, if we set aside the usual 
lunacies,? fall into two groups. The first contains views which 
teduce Shakespeare to common-place. In different ways aní 
degrees they convert his Tago into an ordinary villain. Their 
Tago is simply a man who has been slighted and revenges him- 
self; or a husband who believes he has been wronged, and will 
make his enemy suffer a jealousy worse than his own; or an 
ambitious man determined to ruin his successful rival — one 
of these, or a combination of these, endowed with unusual 
ability and cruelty. These are the more popular views. The 
second group of false interpretations is much smaller, but 
it contains much weightier matter than the first. Here Iago 
is a being who hates good simply because it is good, and loves 
evil purely for itself. His { 
plain motive like revenge, jealousy or ambition. It springs 
from a ‘motiveless malignity’, or a disinterested delight in the 


Sealt has been held, for example, that Othello treated Tago abominably 
in preferring Cassio to him; that he did seduce Emilia: that he ant 


fate was a moral judgment on his sins. i if sharp, 
f and Jago a righteous, if sharp, 
instrument of Providence. i S i ; 


action is not prompted by any. 
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pain of others; and Othello, Cassio and Desdemona, are 
scarcely more than the material requisite for the full attainment 
of this delight. This second Iago, evidently, is no conventional 
villain, and he is much nearer to Shakespeare’s Iago than the 
first. Only he is, if not a psychological impossibility, at any 
rate, not a human being. He might be in place, therefore, in a 
symbolical poem like Faust, but in a purely human drama 
like Othello he would be a ruinous blunder. Moreover, he is 
not in Othello: he is a product of imperfect observation and 
analysis. d 

Coleridge, the author of that misleading phrase ‘motiveless 
malignity’, has some fine remarks on Jago; and the essence of 
the character has been described, first in some of the best lines 
Hazlitt ever wrote, and then rather more fully by Mr. Swin- 
burne, — so admirably described that I am tempted merely 
to read and illustrate these two criticisms. This plan, however, 
would make it difficult to introduce all that I wish to say. I 
propose, therefore, to approach the subject directly, and, first, 
to consider how Iago appeared to those who knew him, and 
what inferences may be drawn from their illusions; and then 
to ask what, if we judge from the play, his character really was. 
And I will indicate the points where I am directly indebted 
to the criticisms just mentioned. 

But two warnings are first required. One of these concerns 
Iago’s nationality. It has been held that he is a study of that 
peculiarly Italian form of villainy which is considered both too 
clever and too diabolical for an Englishman. I doubt if there 
is much more to be said for this idea than for the notion that 
Othello is a study of Moorish character. No doubt the belief 
in that Italian villainy was prevalent in Shakespeare’s time, 
and it may perhaps have influenced him in some slight degree 
both here and in drawing the character of Iachimo in Cymbeline. 
But even this slight influence seems to be doubtful. If Don John 
in Much Ado had been an Englishman, critics would have 
admired Shakespeare’s discernment ın making his English 
villain sulky and stupid. If Edmund’s father had been Duke 
of Ferrara instead of Earl of Gloster, they would have said 
that Edmund could have been nothing but an Italian. Change 
the name and country of Richard II, and he would be called 


172 Shakespearean Tragedy 


i i f 
a typical despot of the Italian Renaissance. Change those o: 
Tolet and A should find her wholesome English nature 
contrasted with the southern dreaminess of Romeo. But mi 
way of interpreting Shakespeare is not Shakespearean. Wit 
him the differences of period, race, nationality, and locality 
have little bearing on the inward character, though they sona 
times have a good deal on the total imaginative effect, of we 
figures. When he does lay stress on such differences his in 
tention is at once obvious, as in characters like Fluellen or 
Sir Hugh Evans, or in the talk of the French princes betas 
the battle of Agincourt. I may add that Iago certainly canno 
be taken to exemplify the popular Elizabethan idea of a dis- 


ciple of Macchiavelli. There is no sign that he is in theory’ 


an atheist or even an unbeliever in the received religion. On 
the contrary, he uses its language, and says nothing resembling 
the words of the prologue to the Jew of Malta: 


I count religion but a childish toy, 
And hold there is no sin but ignorance. 


Aaron in Titus Andronicus might have said this (and is not 


more likely to be Shakespeare’s creation on that account), 
but not Iago. 


co D 
not to believe a syllable that Iago utters on any subject, in- 


as 


ete. o 
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and ended by declaring (falsely, we are to understand) that he 
had already filled up the vacancy ; that Cassio, whom he chose, 
had absolutely no practical knowledge of war, nothing but 
bookish theoric, mere prattle, arithmetic, whereas Iago him- 
self had often fought by Othello’s side, and by ‘old gradation’ 
too ought to have been preferred. Most or all of this is re- 
peated by some critics as though it were information given 
by Shakespeare, and the conclusion is quite naturally drawn 
that Iago had some reason to feel aggrieved. But if we ask 
ourselves how much of all this is true we shall answer, I believe, 
as follows. It is absolutely certain that Othello appointed Cassio 
his lieutenant, and nothing else is absolutely certain. But there 
is no reason to doubt the statement that Iago had seen service 
with him, nor is there anything inherently improbable in the 
statement that he was solicited by three great personages on 
Iago’s behalf. On the other hand, the suggestions that he 
refused out of pride and obstinacy, and that he lied in saying 
he had already chosen his officer, have no verisimilitude; and 
if there is any fact at all (as there probably is) behind Iago’s 
account of the conversation, it doubtless is the fact that Iago 
himself was ignorant of military science, while Cassio was an 
expert, and that Othello explained this to the great personages. 
That Cassio, again, was an interloper and a mere closet- 
student without experience of war is incredible, considering 
first that Othello chose him for lieutenant, and secondly that 
the senate appointed him to succeed Othello in command at 
Cyprus; and we have direct evidence that part of Iago’s state- 
ment is a lie, for Desdemona happens to mention that Cassio 
was a man who ‘all his time’ had founded his good fortunes 
on Othello’s love and had ‘shared dangers’ with him (mm. iv. 93). 
There remains only the implied assertion that, if promotion 
had gone by old gradation, Iago, as the senior, would have 
been preferred. It may be true: Othello was not the man to 
hesitate to promote a junior for good reasons. But it is just 
as likely to be a pure invention; and, though Cassio was 
young, there is nothing to show that he was younger, in years 
or in service, than Iago. Iago, for instance, never calls him 
‘young’, as he does Roderigo; and a mere youth would not 
have been made Governor of Cyprus. What is certain, finally, 


> : ; his 
- I proceed to the question what impression he made on 
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i i ’s mi fectly at 
the whole business is that Othello’s mind was per! 
a Bon the appointment, and that he never aa of 
Iago’s being discontented at it, not even when lee x ise! 
was disclosed and he asked himself how he had offende 


2 


: . . nt 
It is necessary to examine in this manner every ate 
made by Iago. But it is not necessary to do so in public, 


. . . m 
friends and acquaintances, In the main there is here no roo) 


for doubt. Nothing could be less like Iago than the melo- 
dramatic villa 


F r ‘ t 
who appears in the drama almost in the relation of a servan 
to Desdemona. His m 


who spoke his mind freel 


tee : . o 
* See m. iii. 201, v.i, 89 f, The statements are his own, but he has.n 
Particular reason for lying. is di 


, t- 
» One reason of his disgust at Cassio’s apoE 
ment was that Cassio was a Florentine (1. i. 20). When Cassio say: 
i. 42) ‘I never knew a Flore, inder an 
means, not that Tago is a Florentine, but that he could not be kin! 
honester if he were one. : i specific 
2I am here merely Tecording a general impression. There is no sp 


: fp -) to 
ess we take Cassio’s language in his drink (n. ii. 105 HD 
imply that Iago was not a “man of quality’ like himself. I do n 


53. 
unos all the examples occur in the earlier scenes (see e.g. 1. i. 30, 153, 


A fa 
and metaphors may not be characteristic of Iago but symptomatic 0 
Particular state of Shakespeare’s mind. 
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and could be thoroughly jovial; but he was not seldom rather 
rough and caustic of speech, and he was given to making 
remarks somewhat disparaging to human nature. He was aware 
of this trait in himself, and frankly admitted that he was 
nothing if not critical, and that it was his nature to spy into 
abuses. In these admissions he characteristically exaggerated 
his fault, as plain-dealers are apt to do; and he was liked none 
the less for it, seeing that his satire was humorous, that on 
serious matters he did not speak lightly (m. iii. 119), and that 
the one thing perfectly obvious about him was his honesty. 
‘Honest’ is the word that springs to the lips of everyone who 
speaks of him. It is applied to him some fifteen times in the 
play, not to mention some half-dozen where he employs it, in 
derision, of himself. In fact he was one of those sterling men 
who, in disgust at gush, say cynical things which they do not 
believe, and then, the moment you are in trouble, put in 
practice the very sentiment they had laughed at. On such 
Occasions he showed the kindliest sympathy and the most 
eager desire to help. When Cassio misbehaved so dreadfully 
and was found fighting with Montano, did not Othello see that 
‘honest Iago looked dead with grieving’? With what difficulty- 
was he induced, nay, compelled, to speak the truth against the 
lieutenant! Another man might have felt a touch of satisfaction 
at the thought that the post he had coveted was now vacant; 
but Iago not only comforted Cassio, talking to him cynically 
about reputation, just to help him over his shame, but he set 
his wits to work and at once perceived that the right plan for 
Cassio to get his post again was to ask Desdemona to inter- 
cede, So troubled was he at his friend’s disgrace that his own 
wife was sure ‘it grieved her husband as if the case was his’, 
What wonder that anyone in sore trouble, like Desdemona, 
should send at once for Iago (1v. ii. 106)? If this rough dia- 
mond had any flaw, it was that Iago’s warm loyal heart incited 
him to too impulsive action. If he merely heard a friend like 
Othello calumniated, his hand flew to his sword; and though 
he restrained himself he almost regretted his own virtue 
(m. ii. 1-10). 

Such ta Iago to the people about him, even to those 
who, like Othello, had known him for some time. And it is 


176 Shakespearean Tragedy 


a fact too little noticed but most remarkable, that he presented 
an appearance not very different to his wife. There is no sign 
either that Emilia’s marriage was downright unhappy, or 
that she suspected the true nature of her husband. No doubt 
she knew rather more of him than others. Thus we gather 
that he was given to chiding and sometimes spoke shortly and 
sharply to her (m. iii. 300 f.); and it is quite likely that she 
gave him a good deal of her tongue in exchange (11. i. 101 f.). 
He was also unreasonably jealous; for his own statement that 
he was jealous of Othello is confirmed by Emilia herself, 
and must therefore be believed (Iv. ii. 145).2 But it seems cleat 
that these defects of his had not seriously impaired Emilia’s 
confidence in her husband or her affection for him. She knew 
in addition that he was not quite so honest as he seemed, for 
he had often begged her to steal Desdemona’s handkerchief. 
But Emilia’s nature was not very delicate or scrupulous about 
trifles. She thought her husband odd and ‘wayward’, and 
looked on his fancy for the handkerchief as an instance of 


*But it by no means follows that we i i hal 
e are to believe his statement tha! 
iii, 393), cert abroad about an intrigue between his wife and Othello 
<u. 323), or his statement (which may be divi . ii, 145) t 
someone had spoken to him on the eee Sonay 4 
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Disprove this villain, if thou be’st a man: 

He says thou told’st him that his wife was false: 

I know thou did’st not, thou’rt not such a villain: 

Speak, for my heart is full. 
Even if Iago had betrayed much more of his true self to his 
wife than to others, it would make no difference to the contrast 
between his true self and the self he presented to the world in 
general. But he never did so. Only the feeble eyes of the poor 
gull Roderigo were allowed a glimpse into that pit. 

The bearing of this contrast upon the apparently excessive 
credulity of Othello has been already pointed out. What 
further conclusions can be drawn from it? Obviously, to 
begin with, the inference, which is accompanied by a thrill 
of admiration, that Iago’s powers of dissimilation and of 
self-control must have been prodigious: for he was not a 
youth, like Edmund, but had worn this mask for years, and 
he had apparently never enjoyed, like Richard, occasional 
explosions of the reality within him. In fact so prodigious 
does his self-control appear that a reader might be excused for 
feeling a doubt of its possibility. But there are certain observa- 
tions and further inferences which, apart from confidence in 
Shakespeare, would remove this doubt. It is to be observed, 
first, that Iago was able to find a certain relief from the dis- 
comfort of hypocrisy in those caustic or cynical speeches 
which, being misinterpreted, only heightened confidence in his 
honesty. They acted as a safety-valve, very much as Hamlet’s 
pretended insanity did. Next, I would infer from the entire 
success of his hypocrisy — what may also be inferred on other 
grounds, and is of great importance — that he was by no 
means a man of strong feelings and passions, like Richard, 
but decidedly cold by temperament. Even so, his self-control 
was wonderful, but there never was in him any violent storm 
to be controlled. Thirdly, I would suggest that Iago, though 
thoroughly selfish and unfeeling, was not by nature malignant, 
nor even morose, but that, on the contrary, he had a super- 
ficial good-nature, the kind of good-nature that wins popularity 
and is often taken as the sign, not of a good digestion, but of a 
good heart. And lastly, it may be inferred that, before the 


= 
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giant crime which we witness, Iago had never been detected 
in any serious offence and may even never have been guilty 
of one, but had pursued a selfish but outwardly decent life, 
enjoying the excitement of war and of casual pleasures, but 
never yet meeting with any sufficient temptation to risk his 
position and advancement by a dangerous crime. So that, 
in fact, the tragedy of Othello is in a sense his tragedy too. 


It shows us not a violent man, like Richard, who spends his | 


life in murder, but a thoroughly bad, cold man, who is at last 
tempted to let loose the forcés within him, and is at once 
destroyed. 


3 


In order to see how this tragedy arises let us now look more 
closely into Iago’s inner man. We find here, in the first place, 
as has been implied in part, very remarkable powers both 


trace of nervousness. When Othello takes him by the throat 
he merely shifts his part with his usual instantaneous adroit- 
ness. When he is attacked and wounded at the end he 1s 
perfectly unmoved. As Mr. Swinburne says, you cannot believe 
or a moment that the pain of torture will ever open Iago $ 
lips. He is equally unassailable by the temptations of in- 
dolence or of Sensuality. It is difficult to imagine him inactive» 
and though he has an obscene mind, and doubtless took his 
Pleasures when and how he chose, he certainly took them by 
Choice and not from weakness, and if pleasure interfered with 

S purposes the holiest of ascetics would not put it more 
resolutely by. ‘What should I do?’ Roderigo whimpers 10 
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him; RI; confess it is my shame to be so fond; but it is not 
in my virtue to amend it’. He answers: ‘Virtue! a fig ! ’tis 


in ourselves that we are thus and thus’. It all depends on our | 


will. Love is ‘merely a lust of the blood and a permission of 
the will. Come, be a man. . . . Ere I would say I would 


drown myself for the love of a guinea-hen, I would change 


my humanity with a baboon’, Forget for a moment that love 
is for Iago the appetite of a baboon; forget that he js as little 
assailable by pity as by fear or pleasure; and you will acknow- 
ledge that this lordship of the will, which is his practice as 
well as his doctrine, is great, almost sublime. Indeed, in 
intellect (always within certain limits) and in will (considered as 
a mere power, and without regard to its objects) Iago is great. 

To what end does he use these great powers ? His creed — 
for he is no sceptic, he has a definite creed — is that absolute 
egoism is the only rational and proper attitude, and that 
conscience or honour or any kind of regard for others is an 
absurdity. He does not deny that this absurdity exists. He 
does not suppose that most people secretly share his creed, 


while pretending to hold up and practise another. On the 


contrary, he regards most people as honest fools. He declares 
that he has never yet met a man who knew how to love himself; 


and his one expression of admiration in the play is for servants 


Who, trimmed in forms and visages of duty, 
Keep yet their hearts attending on themselves. 


‘These fellows,’ he says, ‘have some soul.’ He professes to 
stand, and he attempts to stand, wholly outside the world of 
morality. 

The existence of Iago’s creed and of his corresponding 
practice is evidently connected with a characteristic in which 
he surpasses nearly all the other inhabitants of Shakespeare’s 
world. Whatever he may once have been, he appears, when we 
meet him, to be almost destitute of humanity, of sympathetic 
or social feeling. He shows no trace of affection, and in pre- 
sence of the most terrible suffering he shows either pleasure 
or an indifference which, if not complete, is nearly so. Here, 
however, we must be careful. It is important to realise, and 
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few readers are in danger of ignoring, this extraordinary dead- 
ness of feeling, but it is also important not to confuse it with 
a general positive ill-will. When Iago has no dislike or hos- 
tility to a person he does not show pleasure in the suffering 
of that person: he shows at most the absence of pain. There 
is, for instance, not the least sign of his enjoying the distress 
of Desdemona. But his sympathetic feelings are so abnormally 
feeble and cold that, when his dislike is roused, or when an 
indifferent person comes in the way of his purpose, there is 
scarcely anything within him to prevent his applying the tor- 
ture. 


signs of this ambition; and surely too, with his great powers, 
he would already have risen high, instead of being a mere 


tation or position; and, therefore, that he was not habitually 
burning with envy and actively hostile to other men as possible 
competitors. 

But what is clear is that Iago is keenly sensitive to anything 
that touches his pride or self-esteem. It would be most unjust 
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the fear of another man’s getting the better of him, and 
exposing him to pity or derision as an unfortunate husband, 
is wormwood to him; and as he is sure that no woman is 
virtuous at heart, this fear is ever with him. For much the - 
same reason he has a spite against goodness in men (for it is 
characteristic that he is less blind to its existence in men, the 
Stronger, than in women, the weaker). He has a spite against 
it, not from any love of evil for evil’s sake, but partly because 
it annoys his intellect as a stupidity; partly (though he hardly 
knows this) because it weakens his satisfaction with himself, 
and disturbs his faith that egoism is the right and proper thing; 
partly because, the world being such a fool, goodness is popular 
and prospers. But he, a man ten times as able as Cassio or 
even Othello, does not greatly prosper. Somehow, for all 
the stupidity of these open and generous people, they get on 
better than the ‘fellow of some soul’. And this, though he 
is not particularly eager to get on, wounds his pride. Good- 
ness therefore annoys him. He is always ready to scoff at it, 
and would like to strike at it. In ordinary circumstances 
these feelings of irritation are not vivid in Iago — no feeling 
is so — but they are constantly present. 


4 


Our task of analysis is not finished; but we are now ina 
Position to consider the rise of Iago’s tragedy. Why did he 
act as we see him acting in the play? What is the answer to 
that appeal of Othello’s: 


Will you, I pray, demand that demi-devil 
Why he hath thus ensnared my soul and body? 


This question Why ? is the question about Jago, just as the 
question Why did Hamlet delay? is the question about Hamlet. 
Tago refused to answer it; but I will venture to say that he 
could not have answered it, any more than Hamlet could tell 
why he delayed. But Shakespeare knew the answer, and if 
these characters are great creations and not blunders we ought 


to be able to find it too. 
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Is it possible to elicit it from Iago himself against his will? 
He makes various statements to Roderigo, and he has several 
soliloquies. From these sources, and especially from the latter, 
we should learn something. For with Shakespeare soliloquy 
generally gives information regarding the secret springs as well 
as the outward course of the plot; and, moreover, it is a curious 
point of technique with him that the soliloquies of his villains 
sometimes read almost like explanations offered to the 
audience,! Now Iago repeatedly offers explanations either to 
Roderigo or to himself. In the first place, he says more than 
once that he ‘hates’ Othello, He gives two reasons for his 
hatred. Othello has made Cassio lieutenant; and he suspects, 
and has heard it Teported, that Othello has an intrigue wit 
Emilia. Next there is Cassio, He never says he hates Cassio, 
but he finds in him three causes of offence: Cassio has been 


Emilia ; and, lastly, Cassio has a daily beauty in his life which 
makes Tago ugly. In addition to these annoyances he wants 
Cassio’s place. As for Roderigo, he calls him a snipe, an 
who can hate a snipe? But Roderigo knows too much; an 


these persons, 


Is the account which Tago gives of the causes of his action 
the true account? The answer of the most popular view Wi 
be, Yes. Iago was, as he says, chiefly incited by two things, 
the desire of advancement, and a hatred of Othello due princi- 
Pally to the affair of the lieutenancy. These are perfectly 
intelligible causes; we have only to add to them unusu: 

*See, for instance, Aaron in Titus Andronicus, n. iii.; Richard i9 


haiu» KI m ii and v. vi, and in Richard fit, E a Qwic), L i3 
und in King Lear, i. ii, (twice), m. iii. and v., V. i. 
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ability and cruelty, and all is explained. Why should Coleridge 
and Hazlitt and Swinburne go further afield ?? To which last 
question I will at once oppose these: If your view is correct, 
why should Iago be considered an extraordinary creation; and 
is it not odd that the people who reject it are the people who 
elsewhere show an exceptional understanding of Shakespeare ? 

The difficulty about this popular view is, in the first place, 
that it attributes to Iago what cannot be found in the Iago 
of the play. Its Iago is impelled by passions, a passion of 
ambition and a passion of hatred; for no ambition or hatred 
short of passion could drive a man who is evidently so clear- 
sighted, and who must hitherto have been so prudent, into a 
plot so extremely hazardous. Why, then, in the Tago of the 
play do we find no sign of these passions or of anything ap- 
Proaching to them? Why, if Shakespeare meant that Iago 
was impelled by them, does he suppress the signs of them? 
Surely not from want of ability to display them. The poet 
who painted Macbeth and Shylock understood his business. 
Who ever doubted Macbeth’s ambition or Shylock’s hate? 
And what resemblance is there between these passions and 
any feeling that we can trace in Iago? The resemblance 
between a volcano in eruption and a flameless fire of coke; 
the resemblance between a consuming desire to hack and 
hew your enemy’s flesh, and the resentful wish, only too familiar 
in common life, to inflict pain in return for a slight. Passion, 
in Shakespeare’s plays, is perfectly easy to recognise. What 
vestige of it, of passion unsatisfied or of passion gratified, is 
visible in Iago? None: that is the very horror of him.. He 
has Jess passion than an ordinary man, and yet he does these 
frightful things. The only ground for attributing to him, I 
do not say a passionate hatred, but anything deserving the 
name of hatred at all, is his own statement, ‘I hate Othello’; 
and we know what his statements are worth. 

But the popular view, besides attributing to Iago what he does 
not show, ignores what he does show. It selects from his own 


account of his motives one or two, and drops the rest; and so it 


makes everything natural. But it fails to perceive how un- 


natural, how strange and suspicious, his own account is. Cer- 
tainly he assigns motives enough ; the difficulty is that he assigns 
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so many. A man moved by simple passions due to simple 
causes does not stand fingering his feelings, industriously 
enumerating their sources, and groping about for new ones. 
But this is what Iago does. And this is not all. These motives 
appear and disappear in the most extraordinary manner. 
Resentment at Cassio’s appointment is expressed in the first 
conversation with Roderigo, and from that moment is never 
once mentioned again in the whole play. Hatred of Othello 
Is expressed in the First Act alone. Desire to get Cassio s 
place scarcely appears after the first soliloquy, and when it 15 
gratified Iago does not refer to it by a single word. The sus- 
Picion of Cassio’s intrigue with Emilia emerges suddenly, 
as an after-thought, 
and then disappears for ever. Tago’s ‘love’ of Desdemona 
is alluded to in the second soliloquy ; there is not the faintest 
trace of it in word or deed either before or after. The mention 
of jealousy of Othello is followed by declarations that Othello 
is infatuated about Desdemona and is of a constant nature, 
and during Othello’s sufferings Iago never shows a sign of 
the idea that he is now paying his rival in his own coin. 10 
the second soliloquy he declares that he quite believes CassiO 
to be in love with Desdemona: it is obvious that he believes 
no such thing, for he never alludes to the idea again, and within 
a few hours describes Cassio in soliloquy as an honest fool. 
Ti faa reason for ill-will to Cassio never appears till the 

What is the meaning of all this? Unless Shakespeare was 
out of his mind, it must have a meaning. And certainly this 


caning is not contained in any of the popular accounts © 
ago. 


Is it contained then in Coleridge’s word ‘motive-hunting’? 3 


Yes, “motive-hunting exactly answers to the impression that 
Tago’s soliloquies produce, He is pondering his. design, an 
unconsciously trying to justify it to himself. He speaks of one 
or two real feelings, such as resentment against Othello, a0 
© mentions one or two real causes of these feelings. But these 
are not enough for him. Along with them, or alone, there 


not in the first soliloquy but the second, 
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the creations of his own baseness or uneasiness, some old, 
some new, caressed for a moment to feed his purpose and give 
it a reasonable look, but never really believed in, and never 
the main forces which are determining his action. In fact, I 
would venture to describe Iago in these soliloquies as a man 
setting out on a project which strongly attracts his desire, but 
at the same time conscious of a resistance to the desire, and 
unconsciously trying to argue the resistance away by assigning 
reasons for the project. He is the counterpart of Hamlet, who 
tried to find reasons for his delay in pursuing a design which 
excites his aversion. And most of Iago’s reasons for actions 
are no more the real ones than Hamlet’s reasons for delay 
were the real ones. Each is moved by forces which he does 
not understand; and it is probably no accident that these two 
studies of states psychologically so similar were produced at 
about the same period. 

What then were the real moving forces of Iago’s action ? 
Are we to fall back on the idea of a ‘motiveless malignity’ ;7 
that is to say, a disinterested love of evil, or a delight in the 
pain of others as simple and direct as the delight in one’s 
own pleasure? Surely not. I will not insist that this thing 
or these things are inconceivable, mere phrases, not ideas; 
for, even so, it would remain possible that Shakespeare had 
tried to represent an inconceivability. But there is not the 
slightest reason to suppose that he did so. Iago’s action is 
intelligible; and indeed the popular view contains enough 
truth to refute this desperate theory. It greatly exaggerates his 
desire for advancement, and the ill-will caused by his dis- 


appointment, and it ignores other forces more important 


than these; but it is right in insisting on the presence of this 
desire and this ill-will, and their presence 1s enough to destroy 


Iago’s claims to be more than a demi-devil, For love of the 
evil that advances my interest and I dislike, 
is a very different thing from lov Wil; and 
pleasure in the pain of a person J à com- 
petitor is quite distinct from [easuré in the pain of, others 
simply as others. The first i igtelfigible, and we\find # in 
10 ing which this Coleridge: 
Po E pige 
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Iago. The second, even if it were intelligible, we do not 
find in Iago. 

Still, desire of advancement and resentment about the 
lieutenancy, though factors and indispensable factors in the 
cause of Iago’s action, are neither the principal nor the most 
characteristic factors. To find these, let us return to our half- 
completed analysis of the character. Let us remember especi- 
ally the keen sense of superiority, the contempt of others, the 
sensitiveness to everything which wounds these feelings, the 
spite against goodness in men as a thing not only stupid but, 
both in its nature and by its success, contrary to Iago’s nature 
and irritating to his pride. Let us remember in addition the 
annoyance of having always to play a part, the consciousness 
of exceptional but unused ingenuity and address, the enjoy- 
ment of action, and the absence of fear. And let us ask what 
would be the greatest pleasure of such a man, and what the 
situation which might tempt him to abandon his habitual 
prudence and pursue this pleasure. Hazlitt and Mr. Swinburne 


do not put this question, but the answer I proceed to give to 
it is in principle theirs,1 


thing that gave an extreme satisfaction to his sense of power 
and superiority; and if it involved, secondly, the triumphant 
exertion of his abilities, and, thirdly, the excitement of danger, 
his delight would be consummated. And the moment most 
dangerous to such a man would be one when his sense O; 
Superiority had met with an affront, so that its habitual crazing 
was reinforced by resentment, while at the same time he saw 
an Opportunity of Satisfying it by subjecting to his will the 
very persons who had affronted it, Now, this is the temptation 

* Coleridge’s view is not materially different, though less complete. 
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degree perhaps by the faintest pulsations of conscience or 
humanity. But disappointment at the loss of the lieutenancy 
supplied the touch of 
overcome these obstacles; and the prospect of satisfying the 
sense of power by mastering Ot 
hazardous intrigue now became 
clearly understand what was mo 
tried to give himself reasons for 
had some reality made but a small part of the motive force; 


one may almost say they were no m í 
handle which admits the driving power into the machine. 


boy, as we say, ‘for no reason ’, or W! 
frogs tortures a frog, is plea 
from any disinterested love © 
mainly because this pain i e 
own power over his victim. So i 


sense of superiority wants satisf : 
faction could it find than the consciousness that he is the master 


of the General who has undervalued him and of the rival 
who has been preferred to him; that these worthy people, 
who are so successful and popular and stupid, are mere pup- 
pets in his hands, but living puppets, who at the motion of his 
finger must contort themselves in agony while all the time they 
believe that he is their one true friend and comforter? It 
must have been an ecstasy of bliss to him. And this, granted 
a most abnormal deadness of human feeling, is, however 
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horrible, perfectly intelligible. There is no mystery in the 
psychology of Iago; the mystery lies in a further question, 
which the drama has not to answer, the question why such a 
being should exist. n , 

Iago’s longing to satisfy the sense of power is, I think, the 
strongest of the forces that drive him on. But there are two 
others to be noticed. One is the pleasure in an action very 
difficult and perilous and, therefore, intensely exciting. This 
action sets all his powers on the strain. He feels the delight 
of one who executes successfully a feat thoroughly congenial 
to his special aptitude, and only just within his compass; and, 
as he is fearless by nature, the fact that a single slip will cost 
him his life only increases his pleasure. His exhilaration breaks 
out in the ghastly words with which he greets the sunrise 
after the night of the drunken tumult which has led to Cassio’s 
disgrace: “By the mass, ’tis morning. Pleasure and action 
make the hours seem short’, Here, however, the joy in exciting 
action is quickened by other feelings. It appears more simply 
elsewhere in such a way as to suggest that nothing but such 
actions gave him happiness, and that his happiness was greater 
if the action was destructive as well as exciting. We find it, 
for instance, in his gleeful cry to Roderigo, who proposes to 
shout to Brabantio in order to wake him and tell him of his 
daughter’s flight: 


Do, with like timorous? accent and dire yell 
As when, by night and negligence, the fire 
Is spied in Populous cities, 


All through that Scene; again, in the scene where Cassio 
is attacked and Roderigo murdered; everywhere where Iago 
is in physical action, we catch this sound of almost feverish 
enjoyment. His blood, usually so cold and slow, is racing 
through his veins, ‘ 
But Iago, finally, is not simply a man of action; he is ay 
artist. His action is a plot, the intricate plot of a drama, an 
in the conception and execution of it he experiences the tension 
and the joy of artistic creation. “He is,’ says Hazlitt, ‘an 


* Le. terrifying, 
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amateur of tragedy in real life; and, instead of employing his 
invention on imaginary characters or long-forgotten incidents, 
he takes the bolder and more dangerous course of getting up 
his plot at home, casts the principal parts among his nearest 
friends and connections, and rehearses it in downright earnest, 
with steady nerves and unabated resolution.’ Mr. Swinburne 
lays even greater stress on this aspect of Iago’s character, and 
even declares that ‘the very subtlest and strongest component 
of his complex nature’ is ‘the instinct of what Mr. Carlyle 
would call an inarticulate poet’. And those to whom this idea 
is unfamiliar, and who may suspect it at first sight of being 
fanciful, will find, if they examine the play in the light of 
Mr. Swinburne’s exposition, that it rests on a true and deep 
perception, will stand scrutiny, and might easily be illustrated. 
They may observe, to take only one point, the curious analogy 
between the early stages of dramatic composition and those 
soliloquies in which Iago broods over his plot, drawing at 
first only an outline, puzzled how to fix more than the main 
idea, and gradually seeing it develop and clarify as he works 
upon it or lets it work. Here at any rate Shakespeare put a 
good deal of himself into Iago. But the tragedian in real life 
was not the equal of the tragic poet. His psychology, as we 
shall see, was at fault, at a critical point, as Shakespeare’s 
never was. And so his catastrophe came out wrong, and his 
Piece was ruined. 

Such, then, seem to be the chief ingredients of the force 
which, liberated by his resentment at Cassio’s promotion, 
drives Iago from inactivity into action, and sustains him through 
it. And, to pass to a new point, this force completely possesses 
him; it is his fate. It is like the passion with which a tragic 
hero wholly identifies himself, and which bears him on to his 
doom. It is true that, once embarked on this course, Iago 
could not turn back, even if this passion did abate; and it is 
also true that he is compelled, by his success in convincing 
Othello, to advance to conclusions of which at the outset he 
did not dream. He is thus caught in his own web, and could 
not liberate himself if he would. But, in fact, he never shows 
a trace of wishing to do so, not a trace of hesitation, of looking 
back, or of fear, any more than of remorse; there is no ebb 
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in the tide. As the crisis approaches there passes through ni 
mind a fleeting doubt whether the deaths of Cassio ae 
Roderigo are indispensable; but that uncertainty, which do F 
not concern the main issue, is dismissed, and he goes forwar 
with undiminished zest. Not even in his sleep — as in Richard’s 
before his final battle — does any rebellion of outraged ea 
science or pity, or any foreboding of despair, force itself a 
clear consciousness. His fate — which is himself — has me 
pletely mastered him: so that, in the later scenes, where es 
improbability of the entire Success of a design built ont s 
many different falsehoods forces itself on the reader, í BA 
appears for moments not as a consummate schemer, but a 


man absolutely infatuated and delivered over to certain 
destruction, 


5 


Iago stands supreme among Shakespeare’s evil charac 
because the greatest intensity and subtlety of pose st 
have gone to his making, and because he illustrates in the es, 
perfect combination the two facts concerning evil which ean 
to have impressed Shakespeare most. The first of these tin 
fact that perfectly sane people exist in whom fellow-feeli 2 
of any kind is so weak that an almost absolute egoism become: 


appears to ally itself easily, 
and intellect. In the latter his 
the equal of Richard, in egoism he is the superior, and va 
inferiority in passion and massive force only makes him mo: 


repulsive. How is it then that we can bear to contemplate 


; Nay, that, if we really imagine him, we feel admiration 
and some kind of Sympathy? Henry the Fifth tells us: 


There is some soul of goodness in things evil, 
‘ould men observingly distil it out; 
but here, it May be said, we are shown a thing absolutely 
evil, and — what is more dreadful still — this absolute 
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is united with supreme intellectual power. Why is the repre- 
sentation tolerable, and why do we not accuse its author either 
of untruth or of a desperate pessimism ? P 

To these questions it might at once be replied: Iago does 
not stand alone; he is a factor in a whole; and we perceive 
him there and not in isolation, acted upon as well as acting, 
destroyed as well as destroying.* But, although this is true 
and important, I pass it by and, continuing to regard him by 
himself, I would make three remarks in answer to the questions. 

In the first place, Iago is not merely negative or evil — far 
from it. Those very forces that moved him and made his fate 
— sense of power, delight in performing a difficult and dan- 
gerous action, delight in the exercise of artistic skill — are not 
at all evil things. We sympathise with one or other of them 
almost every day of our lives. And, accordingly, though in 
Iago they are combined with something detestable and so 
contribute to evil, our perception of them is accompanied with 
sympathy. In the same way, lago’s insight, dexterity, quick- 
ness, address, and the like, are in themselves admirable things; 
the perfect man would possess them. And certainly he would 
possess also Jago’s courage and self-control, and, like Iago, 
would stand above the impulses of mere feeling, lord of his 
inner world. All this goes to evil ends in Iago, but in itself 
it has a great worth; and, although in reading, of course, we 
do not sift it out and regard it separately, it inevitably affects 
us and mingles admiration with our hatred or horror. 

All this, however, might apparently co-exist with absolute 
egoism and total want of humanity. But in the second place, 
it is not true that in Iago this egoism and this want are absolute, 
and that in this sense he is a thing of mere evil. They are 
frightful, but if they were absolute Iago would be a monster, 
not a man. The fact is, he tries to make them absolute and 
cannot succeed; and the traces of conscience, shame and 
humanity, though faint, are discernible. If his egoism were 
absolute he would be perfectly indifferent to the opinion of 
others; and he clearly is not so. His very irritation at goodness, 
again, is a sign that his faith in his creed is not entirely firm; 
and it is not entirely firm because he himself has a perception, 

2 Cf. note at end of lecture. * ‘ 
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however dim, of the goodness of goodness. What is the mean- 
ing of the last reason he gives himself for killing Cassio: 


He hath a daily beauty in his life 
That makes me ugly? 


Does he mean that he is ugly to others? Then he is not an 
absolute egoist. Does he mean that he is ugly to himself ? 
Then he makes an open confession of moral sense. And, once 
more, if he really possessed no moral sense, we should never 
have heard those soliloquies which so clearly betray his uneasi- 
ness and his unconscious desire to persuade himself that he 


Tago’s momentary doubt towards the end whether Roderigo 
and Cassio must be killed has always surprised me. AS a 
mere matter of calculation it is perfectly obvious that they 
must; and I believe his hesitation is not merely intellectual, 
it is another Symptom of the obscure workin g of conscience Or 
humanity. Lastly, is it not significant that, when once his 
plot has begun to develop, Iago never seeks the presence of 


in her distress (IV. ii. 110 ff.), we fail to catch in his words any 
Sign of the pleasure he shows in Othello’s misery, and seem 
tather to perceive a certain discomfort, and, if one dare say it, 


it is impossible for him even to imagine a ground of resent- 
ment, and so an excuse for cruelty.? 


z It was suggested to me by a Glasgow student. te 
A curious proof of Tago’s inability to hold by his creed that absolute 
egoism is the only Proper attitude, and that loyalty and affection are me 
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There remains, thirdly, the idea that Iago is a man of supreme 
intellect who is at the same time supremely wicked. That he 
is supremely wicked nobody will doubt; and I have claimed 
for him nothing that will interfere with his right to that title. 
But to say that his intellectual power is supreme is to make a 
great mistake. Within certain limits he has indeed extra- 
ordinary penetration, quickness, inventiveness, adaptiveness ; 
but the limits are defined with the hardest of lines, and they 
are narrow limits. It would scarcely be unjust to call him 
simply astonishingly clever, or simply a consummate master of 
intrigue. But compare him with one who may perhaps be 
roughly called a bad man of supreme intellectual power, 
Napoleon, and you see how small and negative Iago’s mind is, 
incapable of Napoleon’s military achievements, and much 
more incapable of his political constructions. Or, to keep 
within the Shakespearean world, compare him with Hamlet, 
and you perceive how miserably close is his intellectual 
horizon; that such a thing as a thought beyond the reaches of 
his soul has never come near him; that he is prosaic through 
and through, deaf and blind to all but a tiny fragment of the 
meaning of things. Is it not quite absurd, then, to call him 
a man of supreme intellect ? oe a 

And observe, lastly, that his failure in perception 1s closely 
connected with his badness. He was destroyed by the power 
that he attacked, the power of love; and he was destroyed by 
it because he could not understand it; and he could not under- 
stand it because it was not in him. Iago neyer meant his plot 
to be so dangerous to himself. He knew that jealousy is painful, 
but the jealousy of a love like Othello’s he could not imagine, 
and he found himself involved in murders which were no part 
of his original design. That difficulty he surmounted, and his 
changed plot still seemed to prosper. Roderigo and Cassio and 


ee 
stupidity or want of spirit, may be found in his one moment of real 
passion, where he rushes at Emilia with the cry, ‘Villainous, whore!” 
(v. ii. 229). There is more than fury in his cry, there is indignation. She 
has been false to him, she has betrayed him. Well, but why should she 
not, if his creed is true? And what a melancholy exhibition of human 

is that he should use as terms of reproach words which, 


inconsistency it i r Lc 
according to him, should be quite neutral, if not complimentary! 
J fe 


194 Shakespearean Tragedy 


Desdemona once dead, all will be well. Nay, when he fails 
to kill Cassio, all may still be well. He will avow that he 
told Othello of the adultery, and persist that he told the truth, 
and Cassio will deny it in vain. And then, in a moment, his 
plot is shattered by a blow from a quarter where he never 
-dreamt of danger. He knows his wife, he thinks. She is not 
over-scrupulous, she will do anything to please him, and she 
has learnt obedience. But one things in her he does not know 
— that she Joves her mistress and would face a hundred deaths 
sooner than see her fair fame darkened. There is genuine 
astonishment in his outburst ‘What! Are you mad ?’ as it 
dawns upon him that she means to speak the truth about the 
handkerchief. But he might well have applied to himself the 
words she flings at Othello, 


O gull! O dolt! 
As ignorant as dirt! 


The foulness of his own soul made him so ignorant that he 
built into the marvellous structure of his plot a piece of crass 
stupidity, 

To the thinking mind the divorce of unusual intellect from 
goodness is a thing to startle; and Shakespeare clearly felt 
it so. The combination of unusual intellect with extreme € 
is more than Startling, it is frightful. It is rare, but it exists; 
and Shakespeare represented it in Iago. But the alliance of 
evil like Tago’s with supreme intellect is an impossible fiction ; 
eugi Shakespeare’s fictions were truth. 


s : 6 
The characters of Cassio and Emilia hardly require analysis, 
ai will touch on a i ra 


their combination of excellences and defects they are „8000 
examples of that truth to nature which in dramatic art is the 
one unfailing source of moral instruction. F 

Cassio is a handsome, light-hearted, good-natured young 


them only from a single point of view. 11” 


4 


fellow, who takes life gaily, and is evidently very attractive ane 
Popular. Othello, who calls him by his Christian name, iS — 


fond of him; Desdemona likes him much; Emilia at onC® 


wj R 


p 


_may for some reason 


l} ( 
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interests herself on his behalf. He has warn generous feelings, 
an enthusiastic admiration for the General, and a chivalrous 
adoration for his peerless wife. But he is too easy-going. He 
finds it hard to say No; and accordingly, although he is aware 
that he has a very weak head, and that the occasion is one on 
which he is bound to run no risk, he gets drunk — not dis- 
gustingly so, but ludicrously so.1 And, besides) be amuses 
himself without any scruple by frequenting the c npany of a 
woman of more than doubtful reputation, who Has fallen in 
love with his good looks. Moralising critics point out that he 
pays for the first offence by losing his post, and for the second 
by nearly losing his life. They are quite entitled to do so, 
though the careful reader will not forget Iago’s ‘part in these 
transactions. But they ought also to point out that Cassio’s 
looseness does not in the least disturb our confidence in him 
in his relations with Desdemona\ and Othello. He is loose, 
and we are sorry for it; but we neyer doubt that there was “a 
daily beauty in his life’, or that his rapturous admiration of 
Desdemona was as wholly beautifula thing as it appears, or 
that Othello was perfectly safe when\in his courtship he em- 
ployed Cassio to ‘go between’ Desdetaona and himself. It is 
fortunately a fact in human nature that these aspects of Cassio’s 
character are quite compatible. Shakespeare simply sets it 
down; and it is just because he is truthful in these smaller _ 
things that in greater things we trust him absolutely never to 
pervert the truth for the sake of some doctrine or purpose 


of his own. 

There is something very lovable about Cassio, with his fresh 
eager feelings; his distress at his disgrace and still more at 
having lost Othello’s trust; his hero-worship; and at the end 
his sorrow and pity, which are at first too acute for words. 
He is carried in, wounded, on a chair. He looks at Othello 
and cannot speak. His first words came later when, to Lodo- 
vico’s question, ‘Did you and he consent in Cassio’s death ?’ 
Othello’ answers ‘Ay.’ Then he falters out, ‘Dear General, I 


1Cassio’s invective against drink may be compared with Hamlet’s ai 


expressions of disgust at his uncle's drunkenness. Possibly the subject 
have been prominent in Shakespeare’s mind about 


this time. 


a a. 
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never gave you cause.’ One is sure he had never used that 
adjective before. The love in it makes it beautiful, but there 
is something else in it, unknown to Cassio, which goes to one’s 
heart. It tells us that his hero is no longer unapproachably 
above him. 7 

Few of Shakespeare’s minor characters are more distinct 
than Emilia, and towards few do our feelings change so much 
within the course of a play. Till close to the end she frequently 
sets one’s teeth on edge; and at the end one is ready to wor- 
ship her. She nowhere shows any sign of having a bad heart; 
but she is common, sometimes vulgar, in minor matters far 
from scrupulous, blunt in perception and feeling, and quite 
destitute of imagination. She let Tago take the handkerchief 
though she knew how much its loss would distress Desdemona ; 
and she said nothing about it though she saw that Othello 
was jealous. We rightly resent her unkindness in permitting 
the theft, but —it is an important point — we are apt to 
muisconstrue her subsequent silence, because we know that 
Othello’s jealousy was intimately connected with the loss of 
the handkerchief. Emilia, however, certainly failed to per- 
ceive this; for otherwise, when Othello’s anger showed itsel 
violently and she was really distressed for her mistress, she 
could not have failed to think of the handkerchief, and would, 
I believe, undoubtedly have told the truth about it. But, in 
fact, she never thought of it, although she guessed that Othello 
was being deceiyed by some scoundrel. Even after Desdemona’s 
death, nay, even when she knew that Iago had brought it 
about, she still did not remember the handkerchief; an 
when Othello at last mentions, as a proof of his wife’s guilt, 
that he had seen the handkerchief in Cassio’s hand, the truth 
falls on Emilia like a thunder-bolt. ‘O God !” she bursts out, 
(0) heavenly God V2 “Her stupidity in this matter is gross 
but it is stupidity and nothing worse. 

But along with it goes a certain coarseness of nature. The 
contrast between Emilia and Desdemona in their conversation 
about the infidelity of wives (Iv. iii.) is too famous to need 4 


1So the Quarto, and certainly rightly, though modern editors reprint 


the feeble alteration of the Foli ‘O heaven ! 
O heavenly Power O, due to fear of the Censor, i 


Othello 197 


word, — unless it be a word of warning against critics who 
take her light talk too seriously. But the contrast in the pre- 
ceding scene is hardly less remarkable. Othello, affecting -to 
treat Emilia as the keeper of a brothel, sends her away, 
bidding her shut the door behind her; and then he proceeds 
to torture himself as well as Desdemona by accusations of 
adultery. But, as a critic has pointed out, Emilia listens at 
the door, for we find, as soon as Othello is gone and Jago has 
been summoned, that she knows what Othello has said to 
Desdemona. And what could better illustrate those defects 
of hers which make one wince, than her repeating again and 
again in Desdemona’s presence the word Desdemona could 
not repeat; than her talking before Desdemona of Jago’s 
suspicions regarding Othello and herself; than her speaking 
to Desdemona of husbands who strike their wives; than 
the expression of her honest indignation in the words, 


Has she forsook so many noble matches, 
Her father and her country and her friends, 
To be called whore? 


of laughing or even of smiling when this 
reached, the difference between Desde- 
e loss of Othello’s love, and Emilia’s 
s she might have secured, 


If one were capable 
point in the play is 
mona’s anguish at thi 
recollection of the noble matche: 


would be irresistibly ludicrous. an 
And yet how all this, and all her defects, vanish into nothing- 


ness when we see her face to face with that which she can 
understand and feel! From the moment of her appearance 
after the murder to the moment of her death she is transfigured ; 
and yet she remains perfectly true to herself, and we would 
not have her one atom less herself. She is the only person who 


iolent common emotions which we feel, 


utters for us the violent a I } 
together with those more tragic emotions which she does not 
comprehend. She has done this once already, to our great 


comfort. When she suggests that some villain has poisoned 
Othello’s mind, and Iago answers, 


Fie, there is no such man; it is impossible; 
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If any such there 
Emilia’s retort, 
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be, Heaven pardon him; 


A halter pardon him, and Hell gnaw his bones, 


says what we long to say, 


and helps us. And who has not 


felt in the last scene how her glorious carelessness of her own 


life, and her outbursts a: 
characteristic one, 


gainst Othello — even that most 


1 She was too fond of her most filthy bargain— 


lift the overwhelming weight of calamity that oppresses us, 
and bring us an extraordinary lightening of the heart ? Terror 
and pity are here too much to bear; we long to be allowed to 
feel also indignation, if not rage; and Emilia lets us feel them 


and admiration, — a joy 


and gives them words. She brings us too the relief of joy 
k that is not lessened by her death. 


Why should she live? If she lived for ever she never could 


soar a higher pitch, and n 
the losing it.2 


othing in her life became her like 


LECTURE VII 
KING LEAR 


King Lear has again and 


Speare’s greatest work, the 
‘which he exhibits most full 
if we were doomed to lose al 


again been described as Shake- 
best of his plays, the tragedy in 
y his multitudinous powers; and 
Il his dramas except one, probably 


the majority of those who know and appreciate him best 
would Pronounce for keeping King Lear. 


1The feelings evoked by Emi 
the excess of tragic pain at the 


Tago, and the fact, already alluded to, that 5 


show themselves at their noblest 


ae a ae 
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Yet this tragedy is certainly the least popular of the famous 
four. The ‘general reader’ reads it less often than the others, 
and, though he acknowledges its greatness, he will sometimes 
speak of it with a certain distaste. It is also the least often 
presented on the stage, and the least successful there. And 
when we look back on its history we find a curious fact. Some 
twenty years after the Restoration, Nahum Tate altered King 
Lear for the stage, giving it a happy ending, and putting Edgar 
in the place of the King of France as Cordelia’s lover. From 
that time Shakespeare’s tragedy in its original form was never 
seen on the stage for a century and a half. Betterton acted 
Tate’s verison; Garrick acted it and Dr. Johnson approved it. 
Kemble acted it, Kean acted it. In 1823 Kean, ‘stimulated by 
Hazlitt’s remonstrances and Charles Lamb’s essays’, restored 
the original tragic ending. At last, in 1838, Macready returned 
to Shakespeare’s text throughout. 

What is the meaning of these opposite sets of facts? Are 


‘the lovers of Shakespeare wholly in the right; and is the 


general reader and playgoer, were even Tate and Dr. Johnson, 
altogether in the wrong? I venture to doubt it. When I 
tead King Lear two impressions are left on my mind, which 
seem to answer roughly to the two sets of facts. King Lear 
seems to me Shakespeare’s greatest achievement, but it seems 
to me not his best play. And I find that I tend to consider it 
from two rather different points of view. When I regard it 
strictly as a drama, it appears to me, though in certain parts 
overwhelming, decidedly inferior as a whole to Hamlet, 
Othello and Macbeth. When I am feeling that it is greater 
than any of these, and the fullest revelation of Shakespeare’s 
power, I find I am not regarding it simply as a drama, but 
am grouping it in my mind with works like the Prometheus 
Vinctus and the Divine Comedy, and even with the greatest 
symphonies of Beethoven and the statues in the Medici Chapel. 

This two-fold character of the play is to some extent illus- 
trated by the affinities and the probable chronological position 
of King Lear. It is allied with two tragedies, Othello and 
Timon of Athens; and these two tragedies are utterly unlike.? 


1] leave undiscussed the position of King Lear in relation to the 
‘comedies’ of Measure for Measure, Troilus and Cressida and All’s Well. 


fe 
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Othello was probably composed about 1604, and King Lear 
about 1605; and though there is a somewhat marked change 
in style and versification, there are obvious resemblances 
between the two. The most important have been touched 
on already: these are the most painful and the most pathetic 

` of the four tragedies, those in which evil appears in its coldest 
and most inhuman forms, and those which „exclude the 
supernatural from the action. But there is also in King Lear 
a good deal which sounds like an echo of Othello, — a fact 
which should not surprise us, since there are other instances 
where the matter of a play seems to go on working in Shake- 
speare’s mind and re-appears, generally in a weaker form, in 
his next play. So, in King Lear, the conception of Edmund is 
not so fresh as that of Goneril. Goneril has no predecessor; 
but Edmund, though of course essentially distinguished from 
Tago, often reminds us of him, and the soliloquy, ‘This is the 
excellent foppery of the world’, is in the very tone of Iago’s 
discourse on the sovereignty of the will. The gulling of 
Gloster, again, recalls the gulling of Othello. Even Edmund’s 
idea (not carried out) of making his father witness, without 
over-hearing, his conversation with Edgar, reproduces the idea 
of the passage where Othello watches Tago and Cassio talking 
about Bianca; and the conclusion of the temptation, where 
Gloster says to Edmund: 


and of my land, 
Loyal and natural boy, I’ll work the means 
To make thee capable, 


reminds us of Othello’s last words in the scene of temptation, 
Now art thou my lieutenant’. This list might be extended; 
and the appearance of certain unusual words and phrases 
in both the plays increases the likelihood that the composition 
of the one followed at no great distance on that of the 
other.1 

When we turn from Othello to Timon of Athens we find a 
play of quite another kind. Othello is dramatically the most 
perfect of the tragedies. Timon, on the contrary, is weak, ill- 
constructed and confused; and, though care might have made 


* See Note R. 
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it clear, no mere care could make it really dramatic. Yet it is 
undoubtedly Shakespearean in part, probably in great part; 
and it immediately reminds us of King Lear. Both plays deal 
with the tragic effects of ingratitude. In both the victim is 
exceptionally unsuspicious, soft-hearted and vehement. In 
both he is completely overwhelmed, passing through fury to 
madness in the one case, to suicide in the other. Famous 
passages in both plays are curses. The misanthropy of Timon 
pours itself out in a torrent of maledictions on the whole race 
of man; and these at once recall, alike by their form and their 


‘substance, the most powerful speeches uttered by Lear in his 


madness. In both plays occur repeated comparisons between 
man and the beasts; the idea that ‘the strain of man’s bred 
out into baboon’, wolf, tiger, fox; the idea that this bestial 
degradation will end in a furious struggle of all with all, in 
which the race will perish. The ‘pessimistic’ strain in Timon 
suggests to many readers, even more imperatively than King 
Lear, the notion that Shakespeare was giving vent to some 
personal feeling, whether present or past; for the signs of his 
hand appear most unmistakably when the hero begins to 
pour the vials of his wrath upon mankind. Timon, lastly, in 
some of the unquestionably Shakespearean parts, bears (as it 
appears to me) so strong a resemblance to King Lear in style 
and in versification that it is hard to understand how competent 
judges can suppose that it belongs to a time at all near that of 
the final romances, or even that it was written so late as the 
last Roman plays. It is more likely to have been composed 
immediately after King Lear and before Macbeth. 

Drawing these comparisons together, we may say that, while 
as a work of art and in tragic power King Lear is infinitely 
nearer to Othello than to Timon, in its spirit and substance4its 
affinity with Timon is a good deal the stronger. And, returning 
to the point from which these comparisons began, I would 
now add that there is in King Lear a reflection or anticipation, 
however faint, of the structural weakness of Timon. This 
weakness in King Lear is not due, however, to anything in- 
trinsically undramatic in the story, but to characteristics 
which were necessary to an effect not wholly dramatic. The 

7 On some of the points mentioned in this paragraph see Note S. 
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and between Lear, Goneril and Regan, and the ineffably 
beautiful scene in the Fourth Act between Lear and Cordelia 


greatness of King Lear, — the immense scope of the work; the 
mass and variety of intense experience which it contains; the 
interpenetration of sublime imagination, piercing pathos, and 


passion; the vague- 
ness of the scene where the action takes place, and of the 


is scene; the strange 
S ON us as we enter 
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dramatic perception as to a rarer and more strictly poetic kind 
of imagination. For this reason, too, even the best attempts 
at exposition of King Lear are disappointing; they remind us 
of attempts to reduce to prose the impalpable spirit of the 
Tempest. 

I propose to develop some of these ideas by considering, 
first, the dramatic defects of the play, and then some of the 
causes of its extraordinary imaginative effect. 


1 


We may begin, however, by referring to two passages which 
have often been criticised with injustice. The first is that 
where the blinded Gloster, believing that he is going to leap 
down Dover cliff, does in fact fall flat on the ground at his 
feet, and then is persuaded that he has leaped down Dover 
cliff but has been miraculously preserved. Imagine this in- 
cident transferred to Othello, and you realise how completely 
the two tragedies differ in dramatic atmosphere. In Othello 
it would be a shocking or a ludicrous dissonance, but it is in 
harmony with the spirit of King Lear. And not only is this 
so, but, contrary to expectation, it is not, if properly acted, in 
the least absurd on the stage. The imagination and the feelings 
have been worked upon with such effect by the description 
of the cliff, and by the portrayal of the old man’s despair and 
his son’s courageous and loving wisdom, that we are un- 
conscious of the grotesqueness of the incident for common 
sense. 

The second passage is more important, for it deals with the 
origin of the whole conflict.. The oft-repeated judgment that 
the first scene of King Lear is absurdly improbable, and that 
no sane man would think of dividing his kingdom among his 
daughters in proportion to the strength of their several pro- 
testations of love, is much too harsh and is based upon a 
Strange misunderstanding. This scene acts effectively, and to 
imagination the story is not at all incredible. It is merely 
strange, like so many of the stories on which our romantic 
dramas are based. Shakespeare, besides, has done a good deal 
to soften the improbability of the legend, and he has done 
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much more than the casual reader perceives. The very first 
words of the drama, as Coleridge pointed out, tell us that the 
division of the kingdom is already settled in all its details, 
so that only the public announcement of it remains.2 Later 
we find that the lines of division have already been drawn on 


daughters, was in Lear’s intention a mere form, devised as 
a childish scheme to gratify his love of absolute power and 
his hunger for assurances of devotion. And this scheme is 
perfectly in character. We may even say that the main cause 
of its failure was not that Goneril and Regan were exceptionally 
hypocritical, but that Cordelia was exceptionally sincere and 
unbending. And it is essential to observe that its failure, and 
the consequent necessity of publicly reversing his whole well- 
known intention, is one so. 


loved Cordelia most and knew that she loved him best, and 


in expressions of affection, 
and should be rewarded by that ‘third’ of the kingdom which 


A L en — so it naturally seemed 
to him — she put him to open shame. 


ki 
For (Gloster goes on to ') their shares are exact! i d 
I equal in value. An 
at tis aures of the two elder daughters are fixed, obviously that of the 


2I loved her most, and thought to set 
On her kind nursery. Sar aye 
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his favourite child. In fact his whole original plan, though 
foolish and rash, was not a ‘hideous rashness’? or incredible 
folly. If carried out it would have had no such consequences 
as followed its alteration. It would probably have led quickly 
to war,® but not to the agony which culminated in the storm 
upon the heath. The first scene, therefore, is not absurd, 
though it must be pronounced dramatically faulty in so far 
as it discloses the true position of affairs only to an attention 
more alert than can be expected in a theatrical audience or has 
been found in many critics of the play. 

Let us turn next to two passages of another kind, the two 
which are mainly responsible for the accusation of excessive 
painfulness, and so for the distaste of many readers and the 
long theatrical eclipse of King Lear. The first of these is much 
the less important; it is the scene of the blinding of Gloster. 
The blinding of Gloster on the stage has been condemned 
almost universally; and surely with justice, because the mere 
physical horror of such a spectacle would in the theatre be a 
sensation so violent as to overpower the purely tragic emotions, 
and therefore the spectacle would seem revolting or shocking. 
But it is otherwise in reading. For mere imagination the 
physical horror, though not lost, is so far deadened that it 
can do its duty as a stimulus to pity, and to that appalled 
dismay at the extremity of human cruelty which it is of the 
essence of the tragedy to excite. Thus the blinding of Gloster 
belongs rightly to King Lear in its proper world of imagination ; 
itis a blot upon King Lear as a stage-play. 

But what are we to say of the second and far more im- 
portant passage, the conclusion of the tragedy, the ‘ prhappy 
ending’, as it is called, though the word ‘unhappy’ sounds 
almost ironical in its weakness? Is this too a blot upon King 
Lear as a stage-play ? The question is not so easily answered 
as might appear. Doubtless we are right when we turn with 
disgust from Tate’s sentimental alterations, from his marriage 
of Edgar and Cordelia, and from that cheap moral which 
every one of Shakespeare’s tragedies contradicts, ‘that Truth 


1 Tt is to Lear’s altered plan that Kent applies these words, 
? There is talk of a war between Goneril and Regan within a fortnight 
of the division of the kingdom (u. i. 11 f.). 
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and Virtue shall at last succeed’. But are we so sure that we 
are right when we unreservedly condemn the feeling which 
prompted these alterations, or at all events the feeling which 
beyond question comes naturally to many readers of King Lear 
who would like Tate as little as we? What they wish, though 
they have not always the courage to confess it even to them- 
selves, is that the deaths of Edmund, Goneril, Regan and 
Gloster should be followed by the escape of Lear and Cordelia 
from death, and that we should be allowed to imagine the 
poor old King passing quietly in the home of his beloved 
child to the end which cannot be far off, Now, I do not 
dream of saying that we ought to wish this, so long as we re- 
gard King Lear simply as a work of poetic imagination. But 
if King Lear is to be considered, strictly as a drama, or simply 
as we consider Othello, it is not so clear that the wish is un- 
justified. In fact I will take my courage in both hands and say 
boldly that I share it, and also that I believe Shakespeare would 
have ended his play thus had he taken the subject in hand a 
few years later, in the days of Cymbeline and the Winter's 
Tale. If I read King Lear simply as a drama, I find that my 
feelings call for this “happy ending’. Ido not mean the human, 
the philanthropic, feelings, but the dramatic sense. The former 


„wish Hamlet and Othello to escape their doom; the latter does 


not; but it does wish Lear and Cordelia to be saved. Surely, 
it says, the tragic emotions have been sufficiently stirred already. 
Surely the tragic outcome of Lear’s error and his daughters’ 
ingratitude has been made clear enough and moving enough. 
And, still more surely, such a tragic catastrophe as this should 
seem inevitable. But this catastrophe, unlike those of all the 
other mature tragedies, does not seem at all inevitable. It is 
not even satisfactorily motived.! In fact it seems expressly 


11 mean that no sufficiently clear reason is supplied for Edmund's 
delay in attempting to save Cordelia and Lear. The matter stands thus- 
Edmund, after the defeat of the Opposing army, sends Lear and Cordelia 
to prison. Then, in accordance with a plan agreed on between himself 
and Goneril, he despatches a captain with secret orders to put them bot! 
to death instantly (v. iii. 26-37, 244, 252), He then has to fight with the 
disguised Edgar. He is mortally wounded, and, as he lies dying, he says 
to Edgar (at line 162, more than a hundred lines after he gave that com- 
mission to the captain): 


ity 
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designed to fall suddenly like a bolt from a sky cleared by the 
vanished storm. And although from a wider point of view 
one may fully recognise the value of this effect, and may even 
reject with horror the wish for a ‘happy ending’, this wider 
point of view, I must maintain, is not strictly dramatic or tragic. 

Of course this is a heresy and all the best authority is 
against it. But then the best authority, it seems to me, is 
either influenced unconsciously by disgust at Tate’s senti- 
mentalism or unconsciously takes that wider point of view. 
When Lamb—there is no higher authority — writes, ‘A 
happy ending ! —as if the living martyrdom that Lear had 
gone through, the flaying of his feelings alive, did not make 
a fair dismissal from the stage of life the only decorous thing 
for him’, I answer, first, that it is precisely this fair dismissal 
which we desire for him instead of renewed anguish; and, 
secondly, that what we desire for him during the brief re- 
mainder of his days is not ‘the childish pleasure of getting his 
gilt robes and sceptre again’, not what Tate gives him, but 
what Shakespeare himself might have given him — peace and 
happiness by Cordelia’s fireside. And if I am told that he has 
Solan het Gabe ee ees ee 


What you have charged me with, that have I done; 
And more, much more; the time will bring it out; 
Tis past, and so am I. 


In ‘more, much more’ he seems to be thinking of the order for the deaths 
of Lear and Cordelia (what else remained undisclosed?) ; yet he says 
nothing about it. A few lines later he recognises the justice of his fate, 
yet still says nothing. Then he hears the story of his father’s death, says 
it has moved him and ‘shall perchance do good’ (what good except saving 
his victims?); yet he still says nothing. Even when he hears that Goneril 
is dead and Regan poisoned, he still says nothing. Itis only when directly 
questioned about Lear and Cordelia that he tries to save the victims who 
were to be killed ‘instantly’ (242). How can we explain his delay? Perhaps 
thinking the deaths of Lear and Cordelia would be of use to Goneril an 
Regan, he will not speak till he is sure that both the sisters are dead, 
Or perhaps, though he can recognise the justice, of his fate and can be 
touched by the account of his father’s death, he is still too self-absorbed 
to rise to the active effort to ‘do some good, despite of his own nature’. 
But, while either of these conjectures is possible, it is surely far from 
Satisfactory that we should be left to mere conjecture as to the cause of 
the delay which permits the catastrophe to take place. The real cause lies 
Outside the dramatic nexus. It is Shakespeare’s wish to deliver a sudden 
and crushing blow to the hopes which he has excited. 
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suffered too much for this, how can I possibly believe it with 
these words ringing in my ears: 


Come, let’s away to prison: 
We two alone will sing like birds i’ the cage. 
When thou dost ask me blessing, I’ll kneel down, 
-~ And ask of thee forgiveness: so we'll live, 
And pray, and sing, and tell old tales, and laugh 
At gilded butterflies? 


And again when Schlegel declares that, if Lear were saved, 
‘the whole’ would ‘lose its significance’, because it would no 
longer show us that the belief in Providence “requires a wider 
range than the dark pilgrimage on earth to be established in 
its whole extent’, I answer that, if the drama does show us 
that, it takes us beyond the strictly tragic point of view. J 
A dramatic mistake in regard to the catastrophe, however, 
even supposing it to exist, would not seriously affect the whole 
play. The principal structural weakness of King Lear lies else- 
where. It is felt to some extent in the earlier Acts, but still 
more (as from our study of Shakespeare’s technique we have 
learnt to expect) in the 
And it arises chiefly from the double acti » which is a peculi- 
arity of King Lear among the tragedies. (By the side of Lear, 
his daughters, Kent, and the Fool, who are the principal 
figures in the main plot, stand Gloster and his two sons, the 
chief persons of the secondary plot. Now by means of this 
double action Shakespeare secured certain results highly 
advantageous even from the strictly dramatic point of view, 
and easy to perceive. But the disadvantages were dramatically 
greater. The number of essential characters is so large, their 
actions and movements are so complicated, and events to- 
wards the close crowd on one another so thickly, that the 
reader’s attention,? rapidly transferred from one centre of 
1 Everything in thes 
tion with later remar! 
“I say ‘the reader’s,’ because on the stage, whenever I have seen 
King Lear, the ‘cuts’ necessitated by modern scenery would have made 
this part of the play absolutely unintelligible to me if I had not been 


familiar with it. It is significant that Lamb i hi ing Lear almost 
omits the sub-plot. SRS LOO ELE 


e paragraphs must, of course, be taken in connec- 


Fourth and the first part of the Fifth. 
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interest to another, is overstrained. He becomes, if not 
intellectually confused, at least emotionally fatigued. The 
battle, on which everything turns, scarcely affects him. The 
deaths of Edmund, Goneril, Regan and Gloster seem ‘but 
trifles here’; and anything short of the incomparable pathos 
of the close would leave him cold. There is something-almost 
ludicrous in the insignificance of this battle, when it is compared 
with the corresponding battles in Julius Caesar and Macbeth; 
and though there may have been further reasons for its in- 
significance, the main one is simply that there was no room to o) 
give it its due effect among such a host of competing interests. 1 
A comparison of the last two Acts of Othello with the last 
two Acts of King Lear would show how unfavourable to 
dramatic clearness is a multiplicity of figures. But that this 
multiplicity is not in itself a fatal obstacle is evident from the 
last two Acts of Hamlet, and especially from the final scene. 
This is in all respects one of Shakespeare’s triumphs, yet the 
stage is crowded with characters. Only they are not leading 
characters. The plot is single; Hamlet and the King are the 
‘mighty opposites’; and Ophelia, the only other person in 
whom we are obliged to take a vivid interest, has already 
disappeared. It is therefore natural and right that the deaths 
of Laertes and the Queen should affect us comparatively little. 
But in King Lear, because the plot is double, we have present 
in the last scene no less than five persons who are technically . 
of the first importance — Lear, his three daughters and 
Edmund; not to speak of Kent and Edgar, of whom the latter 
at any rate is technically quite as important as Laertes. And 
again, owing to the pressure of persons and events, and owing 
to the concentration of our anxiety on Lear and Cordelia, 
the combat of Edgar and Edmund, which occupies so con- 
siderable a space, fails to excite a tithe of the interest of the 
fencing-match in Hamlet. The truth is that all through these 
Acts Shakespeare has too vast a material to use with complete 


‘Even if Cordelia had won the battle, Shakespeare would probably 
have hesitated to concentrate interest on it, for her victory would haye 
been a British defeat. On Spedding’s view, that he did mean to make 
the battle more interesting, and that his purpose has been defeated by our 
wrong division of Acts Iv. and v., see Note X. 
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dramatic effectiveness, however essential this very vastness was 
for effects of another kind. 

-Added to these defects there are others, which suggest that 
in King Lear Shakespeare was less concerned than usual with 
dramatic fitness; improbabilities, inconsistencies, sayings and 
doings which suggest questions only to be answered by con- 
jecture. The improbabilities in King Lear surely far surpass 
those of the other great tragedies in number and in grossness. 
And they are particularly noticeable in the secondary plot. 
For example, no sort of reason is given why Edgar, who lives 
in the same house with Edmund, should write a letter to 
him instead of speaking; and this is a letter absolutely damning 
to his character. Gloster was very foolish, but surely not so 
foolish as to pass unnoticed this improbability; or, if so 
foolish, what need for Edmund to forge a letter rather than a 
conversation, especially as Gloster appears to be unacquainted 
with his son’s handwriting ?! Is it in character that Edgar 
should be persuaded without the slightest demur to avoid 
his father instead of confronting him and asking him the cause 
of his anger ? Why in the world should Gloster, when expelled 
from his castle, wander painfully all the way to Dover simply 
in order to destroy himself (1v. i. 80)? And is it not extra- 
ordinary that, after Gloster’s attempted suicide, Edgar should 
first talk to him in the language of a gentleman, then to Oswald 
in his presence in broad peasant dialect, then again to Gloster 
in gentle language, and yet that Gloster should not manifest 
the least surprise ? 

Again, to take three instances of another kind: (a) only a 
fortnight seems to have elapsed between the first scene and 
the breach with Goneril; yet already there are rumours not 
only of war between Goneril and Regan but of the coming of 
a French army; and this, Kent says, is perhaps connected 
with the harshness of both the sisters to their father, although 
Regan has apparently had no opportunity of showing any 
harshness till the day before. (b) In the quarrel with Goneril 
Lear speaks of his having to dismiss fifty of his followers at a 


*It is vain to suggest that Edmund has only just come home, and that 


the letter is supposed to have been sent to him wh. ‘out’. See 
1. ii. 38-40, 65f. a m when he was ‘ol 
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clap, yet she has neither mentioned any number nor had any 
opportunity of mentioning it off the stage. (c) Lear and 
Goneril, intending to hurry to Regan, both send off messengers 
to her, and both tell the messengers to bring back an answer. 
But it does not appear either how the messengers could return 
or what answer could be required, as their superiors are follow- 
ing them with the greatest speed. 

Once more, (a) why does Edgar not reveal himself to his 
blind father, as he truly says he ought to have done? The 
answer is left to mere conjecture. (b) Why does Kent sovcare- 
fully preserve his incognito till the last scene? He says he 
does it for an important purpose, but what the purpose is 
we have to guess. (c) Why Burgundy rather than France 
should have first choice of Cordelia’s hand is a question we 
cannot help asking, but there is no hint of any answer. (d) I 
have referred already to the strange obscurity regarding 
Edmund’s delay in trying to save his victims, and I will not 
extend this list of examples. No one of such defects is sur- 
prising when considered by itself, but their number is surely 
significant. Taken in conjunction with other symptoms it 
means that Shakespeare, set upon the dramatic effect of the 
great scenes and upon certain effects not wholly dramatic, 
was exceptionally careless of probability, clearness and con- 
sistency in smaller matters, introducing what was convenient 
or striking for a momentary purpose without troubling him- 
self about anything more than the moment. In presence of 
these signs it seems doubtful whether his failure to give in- 
formation about the fate of the Fool was due to anything 
more than carelessness or an impatient desire to reduce his 
overloaded material.* t 


1 The idea in scene i., perhaps, is that Cordelia’s marriage, like the 
division of the kingdom, has really been pre-arranged, and that the 
ceremony of choosing between France and Burgundy (1. i. 46 f.) is a 
mere fiction, Burgundy is to be her husband, and that is why, when Lear 
has cast her off, he offers her to Burgundy first (I. 192 ff.). It might seem 
from 211 ff. that Lear’s reason for doing so is that he prefers France, or 
thinks him the greater man, and therefore will not offer him first what is 
worthless : but the language of France (240 ff.) seems to show that he recog- 
nises a prior right in Burgundy. 

2 See Note T. and p. 262. 
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Before I turn to the other side of the subject I will refer 
to one more characteristic of this play which is dramatically 
disadvantageous. In Shakespeare’s dramas, owing to the ab- 
sence of scenery from the Elizabethan stage, the question, 
so vexatious to editors, of the exact locality of a particular 
scene is usually unimportant and often unanswerable; but, 
as a rule, we know, broadly speaking, where the persons live 
and what their journeys are. The text makes this plain, for 
example, almost throughout Hamlet, Othello and Macbeth; 
and the imagination is therefore untroubled. But in King 
Lear the indications are so scanty that the reader’s mind is 
left not seldom both vague and bewildered. Nothing enables 
us to imagine whereabouts in Britain Lear’s palace lies, or 
where the Duke of Albany lives. In referring to the dividing- 
lines on the map, Lear tells us of shadowy forests and plenteous 
rivers, but, unlike Hotspur and his companions, he studiously 
avoids proper names. The Duke of Cornwall, we presume in 
the absence of information, is likely to live in Cornwall; but 
we suddenly find, from the introduction of a place-name which 
all readers take at first for a surname, that he lives at Gloster 
(I. v. 1).1 This seems likely to be also the home of the Earl 
of Gloster, to whom Cornwall is patron. But no: itis a night’s 
journey from Cornwall’s ‘house’ to Gloster’s, and Gloster’s is 
in the middle of an uninhabited heath.? Here, for the purpose 
of the crisis, nearly all the persons assemble, but they do so in 
a manner which no casual spectator or reader could follow. 
Afterwards they all drift towards Dover for the purpose of the 
catastrophe; but again the localities and movements are un- 
usually indefinite. And this indefiniteness is found in smaller 
matters. One cannot help asking, for example, and yet one 
feels one had better not ask, where that ‘lodging’of Edmund’s 
can be, in which he hides Edgar from his father, and whether 
Edgar is mad that he should return from his hollow tree (in a 
district where ‘for many miles about there’s scarce a bush’) to 
his father’s castle in order to Soliloquise (m. iii.): — for the 


*See Note U. 

* The word ‘heath’ in the sta, 
may remark, Rowe’s, not S] 
wrote Macbeth. 


ge-directions of the storm-scenes is, I 
hakespeare’s, who never used the word till he 


a 
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favourite stage-direction, ‘a wood’ (which is more than ‘a 
bush’), however convenient to imagination, is scarcely com- 
patible with the presence of Kent asleep in the stocks.1 Some- 
thing of the confusion which bewilders the reader’s mind in 
King Lear recurs in Antony and Cleopatra, the most faultily 
Constructed of all the tragedies ; but there it is due not so much 
to the absence or vagueness of the indications as to the necessity 
of taking frequent and fatiguing journeys over thousands of 
miles. Shakespeare could not help himself in the Roman 
play: in King Lear he did not choose to help himself, perhaps 
deliberately chose to be vague. 

From these defects, or from some of them, follows one 
tesult which must be familiar to many readers of King Lear. 
It is far more difficult to retrace in memory the steps of the 
action in this tragedy than in Hamlet, Othello, or Macbeth. 
The outline is of course quite clear; anyone could write an 
‘argument’ of the play. But when an attempt is made to fill 
in the detail, it issues sooner or later in confusion even with 
readers whose dramatic memory is unusually strong.* 


2 


How is it, now, that this defective drama so overpowers us 
that we are either unconscious of its blemishes or regard them 
as almost irrelevant ? As soon as we turn to this question we 
Tecognise, not merely that King Lear possesses purely dramatic 
qualities which far outweigh its defects, but that its greatness 
Consists partly in imaginative effects of a wider kind. And, 
looking for the sources of these effects, we find among them 
some of those very things which appeared to us dramatically 
faulty or injurious. Thus, to take at once two of the simplest 


examples of this, that very vagueness in the sense of locality 
hich_we have just considered, and again that excess in the 


Ww 
bulk_of the maleria and the number of figures, events and 
movements, while they interfere with the clearness of vision, 


1It is pointed out in Note V. that what modern editors call Scenes ii., iii., 
iv. of Act n are really one scene, for Kent is on the stage through them all. 

2 [On the locality of Act 1., Sc. ii., see Modern Language Review for 
Oct., 1908, and Jan., 1909.] 


] 
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have at the same time a positive value for imagination. They_ 
give the feeling of vastness, the feeling not of a scene or t par- 
ut of 


ticular place, b 


of a world; or, to speak more accurately, 
of_a_particular place which is also a world. This world is 
dim to us, partly from its immensity, and partly because it 
is filled with gloom; and in the gloom shapes approach and 
recede, whose half-seen faces and motions touch us with dread, 
“horror, or the most painful pity, — sympathies and antipathies 
which we seem to be feeling not only for them but for the whole 
tace. This world, we are told, is called Britain; but we should 
no more look for it in an atlas than for the place, called Cau- 
casus, where Prometheus was chained by Strength and Force 
and comforted by the daughters of Ocean, or the place where 
Farinata stands erect in his glowing tomb, ‘Come avesse lo 
Inferno in gran dispitto.’ 
onsider next the double action. It has certain strictly 
dramatic advantages, and may well have had its origin in 
purely dramatic considerations. To go no further, the second- 
ary plot fills out a story which would by itself have been 
somewhat thin, and it provides a most effective contrast 
between its personages and those of the main plot, the tragic 
strength and stature of the latter being heightened by com- 
parison with the slighter build of the former. But its chief 
value lies elsewhere, and is not merely dramatic. It lies in the 
fact —in Shakespeare without a parallel — that the sub-plot 
simply repeats the theme of the main story. Here, as there, 
we see an old man ‘with a white beard’. He, like Lear, is 
affectionate, unsuspicious, foolish, and self-willed. He, too, 
wrongs deeply a child who loves him not less for the wrong. 
He, too, meets with monstrous ingratitude from the child whom 
he favours, and is tortured and driven to death. This repetition 
does not simply double the pain with which the tragedy is 
witnessed; it startles and terrifies by suggesting that the folly 


_ of Lear and the ingratitude of his daughters are no accidents 


‘or merely individual aberrations, but that in that dark cold 
world some fateful malignant influence is abroad, turning the 
hearts of the fathers against their children and of the children 
against their fathers, smiting the earth with a curse, so that 


— 


the brother gives the brother to death and the father the Eo 


é 
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blinding the eyes, maddening the brain, freezing the springs 
of pity, numbing all powers except the nerves of anguish and 
the dull lust of ites) 
Hence, too, as welf as from other sources, comes that feeli 
which haunts us in King Lear, as though we were witnessing 
something universal, — a conflict not so much of particular 
persons as of the powers of good and evil in the world, And 
the treatment of many of the characters confirms this feeling. 
Considered simply as psychological studies few of them, surely, 
are of the highest interest. Fine and subtle touches could 
not be absent from a work of Shakespeare’s maturity; but, 
with the possible exception of Lear himself, no one of the 
characters strikes us as psychologically a wonderful creation, 
like Hamlet or Iago or even Macbeth; one or two seem even 
to be somewhat faint and thin. And, what is more significant, 
it is not quite natural to us to regard them from this point 


of view at all. Rather we observe a most unusual circumstance. 


If Lear, Gloster and Albany are set apart, the’ rest fall into 
two distinct groups, which are strongly, even violently, con- 
trasted: Cordelia, Kent, Edgar, the Fool on one side, Goneril, 
Regan, Edmund, Cornwall, Oswald on the other. These char- 
acters are in various degrees individualised, most of them 
completely so; but still in each group there is a quality com- 
mon to all the members, or one spirit breathing through them 
all. Here we have unselfish and devoted love, there hard self- 
seeking. On both sides, further, the common quality takes 
an extreme form; the love is incapable of being chilled by 
injury, the selfishness of being softened by pity; and, iy 
be added, this tendency to extremes is found again in the 
characters of Lear and Gloster, and is the main source of the 


- accusations of improbability directed against their conduct- 


at certain points. Hence the members of each group tend to 
appear, at least in part, as varieties of one species; the radical 
differences of the two species are emphasised in broad hard 
strokes ; and the two are set in conflict, almost as if Shakespeare, 
like Empedocles, were regarding Love and Hate as the two 
ultimate forces of the universe. 


1 This effect of the double action seems to have been pointed out first 
by Schlegel. 


g 
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The presence in King Lear of so large a number of char- 
acters in whom love or self-seeking is so extreme, has another 
effect. They do not merely inspire in us emotions of unusual 
strength, but they also stir the intellect to wonder and specula- 
tion. How can there be such men and women? we ask our- 
selves. How comes it that humanity can take such absolutely 
opposite forms? And, in particular, to what omission of 
elements which should be present in human nature, or, if 
there is no omission, to what distortion of these elements Is 
it due that such beings as some of these come to exist? This 
is a question which Iago (and perhaps no previous creation of 
Shakespeare’s) forces us to ask, but in King Lear it is provoked 
again and again. And more, it seems to us that the author 
himself is asking this question. ‘Then let them anatomise 
Regan, see what breeds about her heart. Is there any cause in 
nature that makes these hard hearts ?’ — the strain of thought 
which appears here seems to be present in some degree through- 
out the play. We seem to trace the tendency which, a few 
years later, produced Ariel and Caliban, the tendency of 
imagination to analyse and abstract, to decompose human 
nature into its constituent factors, and then to construct beings 
in whom one or more of these factors is absent or atrophied 
Or only incipient. This, of course, is a tendency which produces 
symbols, allegories, personifications of qualities and abstract 
ideas; and we are accustomed to think it quite foreign to 
Shakespeare’s genius, which was in the highest degree concrete. 
No doubt in the main we are right here; but it is hazardous 
to set limits to that genius. The Sonnets, if nothing else, may 
show us how easy it was to Shakespeare’s mind to move in 
a world of ‘Platonic’ ideas ;1 and, while it would be going 
too far to suggest that he was employing conscious symbolism 
or allegory in King Lear, it does appear to disclose a mode of 
Imagination not so very far removed from the mode with 


> How prevalent these are is not recognised by readers familiar only 
with English Poetry. See Simpson’s Introduction to the Philosophy of 
Shakespeare’s Sonnets (1868) and Mr. Wyndham’s edition of Shakespeare’s 
Poems. Perhaps both writers overstate, and Simpson’s interpretations 


are often forced or arbitrary, but his book is valuable and ought not to 
remain out of print, - 
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which, we must remember, Shakespeare was perfectly familiar 
in Morality plays and in the Fairy Queen. 

This same tendency shows itself in King Lear in other forms. 
To it is due the idea of monstrosity — of beings, actions, states 
of mind, which appear not only abnormal but absolutely 
contrary to nature; an idea, which, of course, is common 
enough in Shakespeare, but appears with unusual frequency 
in King Lear, for instance in the lines: 


Ingratitude, thou marble-hearted fiend, 
More hideous when thou show’st thee in a child 
Than the sea-monster! 


or in the exclamation, 
Filial ingratitude! 
Is it not as this mouth should tear this hand 
For lifting food to’t? 


It appears in another shape in that most vivid passage where 
Albany, as he looks at the face which had bewitched him, now 
distorted with dreadful passions, suddenly sees it in a new 
light and exclaims in horror: 


Thou changed and self-cover’d thing, for shame, 
Bemonster not thy feature. Were’t my fitness 
To let these hands obey my blood, 

They are apt enough to dislocate and tear 

Thy flesh and bones: howe’er thou art a fiend, 
A woman’s shape doth shield thee.* 


It appears once more in that exclamation of Kent’s, as he 
listens to the description of Cordelia’s grief : 


It is the stars, 
The stars above us, govern our conditions; 
Else one self mate and mate could not beget 
Such different issues. 


(This is not the only sign that Shakespeare had been musing 
over heredity, and wondering how it comes about that the 


1 The monstrosity here is a being with a woman’s body and a fiend’s 
soul. For the interpretation of the lines see Note Y. : 
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composition of two strains of blood or two parent souls can | 
_ produce such astonishingly different products.) | 
Gas mode of thought is responsible, lastly, for a very 
‘Striking characteristic_of KingLear — one in which it has 
no parallel except Timon — the incessant references to the 
lower animals and man’s likeness to them. These references 
are scattered broadcast through the whole play as though 
Shakespeare’s mind were so busy with the subject that he 
could hardly write a page without some allusion to it. The 
dog, the horse, the cow, the sheep, the hog, the lion, the bear, 
the wolf, the fox, the monkey, the pole-cat, the civet-cat, 
the pelican, the owl, the crow, the chough, the wren, the fly, 
the butterfly, the rat, the mouse, the frog, the tadpole, the 
wall-newt, the water-newt, the worm — I am sure I cannot 
have completed the list, and some of them are mentioned again | 
and again. Often, of course, and especially in the talk of Edgar | 
s the Bedlam, they have no symbolical meaning; but not 
seldom, even in his talk, they are expressly referred to for their 
typical qualities — ‘hog in sloth, fox in stealth, wolf in greedi- 
ness, dog in madness, lion in prey’, ‘The fitchew nor the soiled | 
| 


horse goes to’t With a more riotous appetite’. Sometimes a 
person in the drama is compared, openly or implicitly, with 
one of them. Goneril is a kite: her ingratitude has a serpent’s 
tooth: she has struck her father most serpent-like upon the — 
very heart: her visage is wolvish: she has tied sharp-toothed | 
unkindness like a vulture on her father’s breast: for her 
husband she is a gilded Serpent: to Gloster her cruelty seems 
to have the fangs of a boar. She and Regan are dog-hearted: _ 
they are tigers, not daughters: each is an adder to the other: _ 
the flesh of each is covered with the fell of a beast. Oswald | 
isa mongrel, and the son and heir of a mongrel: ducking to 
everyone in power, he is a wag-tail: white with fear, he is 4 | 


i 
i 


goose. Gloster, for Regan, is an ingrateful fox: Albany, for 
his wife, has a cowish spirit and is milk-liver’d: when Edgar 
as the Bedlam first appeared to Lear he made him think a man 


a worm. As we read, the souls of all the beasts in turn seem- 


_ Since this paragraph was written T have found that the abundance of 


these references has been pointed out and commented on by J. Kirkman, 
New Shaks. Soc. Trans., 1877. 
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to_us to have entered the bodies of these mortals; horrible 


in their venom, savagery, lust, deceitfulness, sloth, cruelty, 


filthiness; miserable in their feebleness, nakedness, defence- 
lessness, blindness; and man, ‘consider him well’, is even what 
they are. Shakespeare, to whom the idea of the transmigration 
of souls was familiar and had once been material for jest,* 
seems to have been brooding on humanity in the light of it. It 
is remarkable, and somewhat sad, that he seems to find none 
of man’s better qualities in the world of the brutes (though he 
might well have found the prototype of the self-less love of 
Kent and Cordelia in the dog whom he so habitually maligns) ;? 
but he seems to have been asking himself whether that which 
he loathes in man may not be due to some strange wrenching 
of this frame of things, through which the lower animal souls 
have found a lodgment in human forms, and there found — 
to the horror and confusion of the thinking mind — brains to 


1 E.g. in As You Like It, m. ii. 187, ‘I was never so berhymed since 
Pythagoras’ time, that I was an Irish rat, which I can hardly remember’; 
Twelfth Night, 1v, ii. 55, ‘Clown. What is the opinion of Pythagoras con- 
cerning wild fowl? Mal. That the soul of our grandam might haply inhabit 
a bird. Clown. What thinkest thou of his opinion? Mal. I think nobly 
of the soul, and no way approve his opinion,’ etc. But earlier comes a 
passage which reminds us of King Lear, Merchant of Venice, 1v. i. 128: 


O be thou damn’d, inexecrable dog! 

And for thy life let justice be accused. 

Thou almost makest me waver in my faith 

To hold opinion with Pythagoras, 

That souls of animals infuse themselves 

Into the trunks of men: thy currish spirit 
Govern'd a wolf, who, hang’d for human slaughter, 
Even from the gallows did his fell soul fleet, 
And, whilst thou lay’st in thy unhallow’d dam, 
Infused itself in thee; for thy desires 

Are wolvish, bloody, starved and ravenous. 


2 I fear it is not possible, however, to refute, on the whole, one charge, — 
that the dog is a snob, in the sense that he respects power and prosperity, 
and objects to the poor and despised. It is curious that Shakespeare refers 
to this trait three times in King Lear, as if he were feeling a peculiar disgust 
at it. See m. vi. 65, ‘The little dogs and all’, etc. : rv. vi. 159, ‘ Thou hast 
seen a farmer’s dog bark at a beggar... and the creature run from the 
cur? There thou mightst behold the great image of authority’: v. iii. 186. 
‘taught me to shift Into a madman’s rags: to assume a semblance That 
very dogs disdain’d’. Cf. Oxford Lectures, p. 341. 


af 
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forge, tongues to speak, and hands to act, enormities which 
no mere brute can conceive or execute. He shows us im King 
Lear these terrible forces bursting into- monstrous life and 
flinging themselves upon those human beings who are weak 
and defenceless, partly from old age, but partly because they 
are human and lack the dreadful undivided energy of the beast. 
And the only comfort he might seem to hold out to us is the 
prospect that at least this bestial race, strong only where i 
is vile, cannot endure: though stars and gods are powerless, or 
careless, or empty dreams, yet there must be an end of this 
horrible world: 

It will come; 

Humanity must perforce prey on itself ve. 

Like monsters of the deep. 4 


The influence of all this on imagination as we read King 
Lear is very great; and it combines with other influences to 
~ convey to us, not in the form of distinct ideas but in the 
manner proper to poetry, the wider or universal significance of 
the spectacle presented to the inward eye. But the effect of 
theatrical exhibition is precisely the reverse. There the poetic 
atmosphere is dissipated; the Meaning of the very words 
which create it passes half-realised ; in obedience to the tyranny 
of the eye we conceive the characters as mere particular men 


1 With this compare the following lines in the great speech on ‘degree’ 
in Troilus and Cressida, 1. iii.: 


Take but degree away, untune that string, 

And, hark, what discord follows! Each thing meets 
In mere oppugnancy; the bounded waters 

Should lift their bosoms higher than the shores 
And make a sop of all this solid globe: 

Strength should be lord of imbecility, 

And the rude son should strike his father dead: 
Force should be right; or, rather, right and wrong, 
Between whose endless jar justice resides, 

Should lose their names, and so should justice too. 
Then everything includes itself in power, 

Power into will, will into appetite ; 

And appetite, an universal wolf, 

So doubly seconded with will and power, 

Must make perforce an universal prey, 

And last eat up himself, 
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and women; and all that mass of vague suggestion, if it enters 
the mind at all, appears in the shape of-an allegory which we 
immediately reject. A similar conflict between imagination 
and sense will be found if we consider the dramatic centre of 
the whole tragedy, the Storm-scenes. The temptation of 
Othello and the scene of Duncan’s murder may lose upon the 
stage, but they do not lose their essence, and they gain as well 
as lose. The Storm-scenes in King Lear gain nothing and their 
very essence is destroyed. It is comparatively a small thing 
that the theatrical storm, not to drown the dialogue, must be 
silent whenever a human being wishes to speak, and is wretch- 
edly inferior to many a storm we have witnessed. Nor is it 
simply that, as Lamb observed, the corporal presence of Lear, 
‘an old man tottering about the stage with a walking-stick’, 
disturbs and depresses that sense of the greatness of his mind 
which fills the imagination. There is a further reason, which 
is not expressed, but still emerges, in these words of Lamb’s: 
‘the explosions of his passion are terrible as a volcano: they 
are storms turning up and disclosing to the bottom that sea, 
his. mind, with all its vast riches’. Yes, ‘they are storms’. 
For imagination, that is to say, the explosions of Lear’s pas- 
sion, and the bursts of rain and thunder, are not, what for the 
senses they must be, two things, but manifestations of one 
thing. It is the powers of the tormented soul that we hear 
and see in the ‘groans of roaring wind and rain’ and the ‘sheets 
of fire’; and they that, at intervals almost more overwhelming, 
sink, back into darkness and silence. Nor yet is even this all; 
butas those incessant references to wolf and tiger made us see 
humanity ‘reeling back into the beast’ and ravening against 
itself, so in the storm we seem to see Nature herself convulsed 
by the same horrible passions; the “common mother’, 


Whose womb immeasurable and infinite breast 
Teems and feeds all, 


turning on her children, to complete the ruin they have 
wrought upon themselves.) Surely something not less, but 
much more, than these helpless words convey, is what comes 
to us in these astounding scenes; and if, translated thus into 
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the language of prose, it becomes confused and inconsistent, 
the reason is simply that it itself is poetry, and such poetry 
as cannot be transferred to the space behind the footlights, 
but has its being only in imagination. Here then is Shake- 
speare at his very greatest, but not the mere dramatist Shake- 

` speare.! F 
And now we may say this also of the catastrophe, which 


we found questionable from the strictly dramatic point of 


view. Its purpose is.not merely dramatic. This sudden blow 
out of the darkness, which seems so far from inevitable, and 
which strikes down our reviving hopes for the victims of so 
much cruelty, seems now only what we might have expected 
in a world so wild and monstrous. It is as if Shakespeare 
said to us: ‘Did you think weakness and innocence have any 
chance here? Were you beginning to dream that? I will 
show you it is not so.’ 

I come to a last point. (As we contemplate this world, the 
question presses on us What can be the ultimate power that 
moves it, that excites this gigantic war and waste, or, perhaps, 
that suffers them and overrules them ? And in King Lear this 
question is not left to us to ask, it is raised by the characters 
themselves. References to religious or irreligious beliefs and 
feelings are more frequent than is usual in Shakespeare’s 
tragedies, as frequent perhaps as in his final plays. He intro- 
duces characteristic differences in the language of the different 
persons about fortune or the stars or the gods, and shows how 
the question What rules the world ? is forced upon their minds. 
They answer it in their turn: Kent, for instance: 


It is the stars, 
_ The stars above us, govern our condition: 


*Nor is it believable that Shakespeare, whose means of imitating a 
storm were so greatly inferior even to ours, had the stage-performance only 
or chiefly in view in composing these scenes. He may not have thought 
of readers (or he may), but he must in any case have written to satisfy 

s own imagination. I have taken no notice of the part played in these 
scenes by anyone except Lear. The matter is too huge, and too strictly 
Poetic, for analysis. I may observe that in our present theatres, owing 
_ to the use of elaborate scenery, the three Storm-scenes are usually com- 

bined, with disastrous effect, Shakespeare, as we saw (p. 37), interposed 
between them short scenes of much lower tone. 
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Thou, nature, art my goddess; to thy law 
My services are bound: 


and again, 


_ This is the excellent foppery of the world, that, when we are 
sick in fortune — often the surfeit of our own behaviour — we make 
guilty of our disasters the sun, the moon and the stars; as if we were 
villains by necessity, fools by heavenly compulsion, . . . and all 
that we are evil in by a divine thrusting on: 


Gloster : 


As flies to wanton boys are we to the gods; 
They kill us for their sport; 


Edgar: 


Think that the clearest gods, who make them honours 
Of men’s impossibilities, have preserved thee. 


Here we have four distinct theories of the nature of the ruling 
power. And besides this, in such of the characters as have 
any belief in gods who love good and hate evil, the spectacle 
of triumphant injustice or cruelty provokes questionings like 
those of Job, or else the thought, often repeated, of divine 
retribution. To Lear at one moment the storm seems the 
messenger of heaven: 


Let the great gods, 
That keep this dreadful pother o’er our heads, 
Find out their enemies now. Tremble, thou wretch, 
That hast within thee undivulged crimes.... = 


At another moment those habitual miseries of the poor, of 
which he has taken too little account, seem to him to accuse 
the gods of injustice: 


Take physic, pomp; 
Expose thyself to feel what wretches feel, 
That thou mayst shake the superflux to them 
And show the heavens more just; 
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and Gloster has almost the same thought (1v. i. 67 ff.). Gloster 
again, thinking of the cruelty of Lear’s daughters, breaks out, 


but I shall see 
The winged vengeance overtake such children. 


The servants who have witnessed the blinding of Gloster by 
Cornwall and Regan, cannot believe that cruelty so atrocious 
will pass unpunished. One cries, 


FI never care what wickedness I do, 
If this man come to good; 


and another, 
if she live long, 


And in the end meet the old course of death, 
Women will all turn monsters. 


Albany greets the news of Cornwall’s death with the ex- 
clamation, 


___ „This shows you are above, 
You justicers, that these our nether crimes 
So speedily can venge; 


and the news of the deaths of the sisters with the words, 


This judgment! of the heavens, that makes us tremble, 
Touches us not with pity. 


Edgar, speaking to Edmund of their father, declares 


The gods are just, and of our pleasant vices 
Make instruments to plague us, 


and Edmund himself assents. Almost throughout the latter 
half of the drama we note in most of the better characters a 
preoccupation with the question of the ultimate power, and 
a passionate need to explain by reference to it what otherwise 
would drive them to despair. And the influence of this pre- 


* ‘justice’, Qq. 
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occupation and need joins with other influences in affecting 
the imagination, and in causing it to receive from King Lear 
an impression which is at least as near of kin to the Divine 
Comedy as to Othello. 


3 


For Dante that which is recorded in the Divine Comedy 
was the justice and love of God. What did King Lear record 
for Shakespeare? Something, it would seem, very different. 
This is certainly the most terrible picture that Shakespeare 
painted of the world. {In no other of his tragedies does human- 
ity appear more pitiably infirm or more hopelessly bad. What 
is Iago’s malignity against an envied stranger compared with 
the cruelty of the son of Gloster and the daughters of Lear ? 
What are the sufferings of a strong man like Othello to those 
of helpless age ? Much too that we have already observed — 
the repetition of the main theme in that of the under-plot, the 
comparisons of man with the most wretched and the most 
horrible of the beasts, the impression of Nature’s hostility to 
him, the irony of the unexpected catastrophe — these, with 
much else, seem even to indicate an intention to show things 
at their worst, and to return the sternest of replies to that 
question of the ultimate power and those appeals for retri- 
bution. Is it an accident, for example, that Lear’s first appeal 
to something beyond the earth, 


O heavens, ` 
If you do love old men, if your sweet sway 
Allow! obedience, if yourselves are old, 
Make it your cause: 


is immediately answered by the iron voices of his daughters, 
raising by turns the conditions on which they will give him a 
humiliating harbourage; or that his second appeal, heart- 
rending in its piteousness, 


You see me here, you gods, a poor old man, 
’ As full of grief as age; wretched in both: 


1 approve. 
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is immediately answered from the heavens by the sound of 
the breaking storm ?2 Albany and Edgar may moralise on 
the divine justice as they will, but how, in the face of all that 
we see, shall we believe that they speak Shakespeare’s mind ? 
Ts not his mind rather expressed in the bitter contrast between 
their faith and the events we Witness, or in the scornful rebuke 
of those who take upon them the mystery of things as if they 
were God’s spies ?? Is it not Shakespeare’s judgment on his 
kind that we hear in Lear’s appeal: 


And thou, all-shaking thunder, 
Smite flat the thick rotundity o° the world! 
` Crack nature’s moulds, all germens spill at once, 
That make ingrateful man! 


-and Shakespeare’s judgment on the worth of existence that 
we hear in Lear’s agonised cry, ‘No, no, no life !’? 

Beyond doubt, I think, some such feelings as these possess 
us, and, if we follow Shakespeare, ought to possess us, from 
time to time as we read King Lear. And some readers will go 
further and maintain that this i also the ultimate and total 
impression left by the tragedy. (King Lear has been held to 
be profoundly ‘pessimistic? in t e full meaning of that word, 
— the record of a time when contempt and loathing for his 
kind had overmastered the poet’s soul, and in despair he 
pronounced man’s life to be simply hateful and hideous. 
And if we exclude the biographical part of this view, ® the rest 


1 The direction ‘Storm and tempest’ at the end of this speech is not 
modern, it is in the Folio, 


? The gods are mentioned many times in King Lear, but ‘God’ only 
here (v. ii. 16), H 

3 The whole question how far Shakespeare’s works represent his 
personal feelings and attitude, and the changes in them, would carry us 
so far beyond the bounds of the four tragedies, is so needless for the 
understanding of them, and is so little capable of decision, that I have 
excluded it from these lectures; and I will add here a note on it only as it 
concerns the ‘tragic period’. 

There are here two distinct sets of facts, equally important, (1) On the 
One side there is the fact that, so far as we can make.out, after Twelfth 
Night Shakespeare wrote, for seven or eight years, no play which, like 
~ many of his earlier works, can be called happy, much less merry or sunny. 
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may claim some support even from the greatest of Shakespear- 
ean critics since the days of Coleridge, Hazlitt and Lamb. Mr. 
Swinburne, after observing that King Lear is ‘by far the most 
Aeschylean’ of Shakespeare’s works, proceeds thus: 

‘But in one main point it differs radically from the work 
and the spirit of Aeschylus. Its fatalism is of a darker and 


He wrote tragedies; and if the chronological order Hamlet, Othello, King — 
Lear, Timon, Macbeth, is correct, these tragedies show for some time 
a deepening darkness, and King Lear and Timon lie at the nadir. He wrote 
also in these years (probably in the earlier of them) certain ‘comedies’, 
Measure for Measure and Troilus and Cressida and perhaps All’s Well. 
But about these comedies there is a peculiar air of coldness; there is 
humour, of course, but little mirth; in Measure for Measure perhaps, 
certainly in Troilus and Cressida, a spirit of bitterness and contempt seems 
to pervade an intellectual atmosphere of an intense but hard clearness, 
With Macbeth perhaps, and more decidedly in the two Roman tragedies 
which followed, the gloom seems to lift; and the final romances show a — 
mellow serenity which sometimes warms into radiant sympathy, and even 
into a mirth almost as light-hearted as that of younger days. When we 
consider these facts, not as barely stated thus but as they affect us in 
reading the plays, it is, to my mind, very hard to believe that their origin 
was simply and solely a change in dramatic methods or choice of subjects, 
or even merely such inward changes as may be expected to accompany 
the arrival and progress of middle age. 

(2) On the other side, and over against these facts, we have to set the 
multitudinousness of Shakespeare’s genius, and his almost unlimited 
power of conceiving and expressing human experience of all kinds. And 
we have to set more, Apparently during this period of years he never 
ceased to write busily, or to exhibit in his writings the greatest mental 
activity. He wrote also either nothing or very little (Troilus and Cressida 
and his part of Timon are the possible exceptions) in which there is any 
appearance of personal feeling overcoming or seriously endangering the 
self-control or ‘objectivity’ of the artist. And finally it is not possible to 

‘make out any continuously deepening personal note: for although 
Othello is darker than Hamlet it surely strikes one as about as impersonal 
as a play can be; and, on grounds of style and versification, it appears (to 
me, at least) impossible to bring Troilus and Cressida chronologically 
close to King Lear and Timon; even if parts of it are later than others, 
the late parts must be decidedly earlier than those plays. 

The conclusion we may very tentatively draw from these sets of facts 
would seem to be as follows. Shakespeare during these years was probably 
not a happy man, and it is quite likely that he felt at times even an intense 
melancholy, bitterness, contempt, anger, possibly even loathing and des- 
pair. It is quite likely too that he used these experiences of his in writing 
such plays as Hamlet, Troilus and Cressida, King Lear, Timon. But it 
is evident that he cannot have been for any considerable time, if ever, 
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harder nature. To Prometheus the fetters of the lord and 
enemy of mankind were bitter; upon Orestes the hand of 
heaven was laid too heavily to bear; yet in the not utterly 
infinite or everlasting distance we see beyond them the promise 
of the morning on which mystery and justice shall be made 
one; when righteousness and omnipotence at last shall kiss 
each other. But on the horizon of Shakespeare’s tragic 
fatalism we see no such twilight of atonement, such pledge of 
reconciliation as this. Requital, redemption, amends, equity, 
explanation, pity and mercy, are words without a meaning here. 


As flies to wanton boys are we to the gods; 
They kill us for their sport. 


Here is no need of the Eumenides, children of Night ever- 
lasting; for here is very Night herself. 

‘The words just cited are not casual or episodical; they 
strike the keynote of the whole poem, lay the keystone of the 
whole arch of thought. There is no contest of conflicting forces, 
no judgment so much as by casting of lots: far less is there any 
light of heavenly harmony or of heavenly wisdom, of Apollo 
or Athene from above. We have heard much and often from 
theologians of the light of revelation: and some such thing 
indeed we find in Aeschylus; but the darkness of revelation 
is here.?2 

It is hard to refuse assent to these eloquent words, for they 
express in the language of a poet what we feel at times in read- 
ing King Lear but cannot express. But do they represent the 


overwhelmed by such feelings, and there is no appearance of their having 
issued in any settled ‘pessimistic’ conviction which coloured his whole 
imagination and expressed itself in his works. The choice of the subject 
of ingratitude, for instance, in King Lear and Timon, and the method 
of handling it, may have been due in part to personal feeling; but it does 
not follow that his feeling was particularly acute at this particular time, 
and, even if it was, it certainly was not so absorbing as to hinder Shake- 
speare from representing in the most sympathetic manner aspects of life 
the very reverse of Pessimistic, Whether the total impression of King 


Lear can be called pessimistic is a further question, which is considered 
in the text. 


p 
1 A Study of Shakespeare, pp. 171, 172. 
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total and final impression produced by the play ? If they do, 
this impression, so far as the substance of the drama is con- 
cerned (and nothing else is in question here), must, it would 
seem, be one composed almost wholly of painful feelings, — 
utter depression, or indignant rebellion, or appalled despair. 
And that would surely be strange. For King Lear is admittedly 
one of the world’s greatest poems, and yet there is surely no 
other of these poems which produces on the whole this effect, 
and we regard it as a very serious flaw in any considerable work 
of art that this should be its ultimate effect.+ So that Mr. 
Swinburne’s description, if taken as final, and any description 
of King Lear as ‘pessimistic’ in the proper sense of that word, 
would imply a criticism which is not intended, and which 
would make it difficult to leave the work in the position almost 
universally assigned to it. 

But in fact these descriptions, like most of the remarks 
made on King Lear in the present lecture, emphasise only 
certain aspects of the play and certain elements in the total 
impression; and in that impression the effect of these aspects, 
though far from being lost, is modified by that of others. 
I do not mean that the final effect resembles that of the Divine 
Comedy or the Oresteia: how should it, when the first of these 
can be called by its author a ‘Comedy’, and when the second, 
ending (as doubtless the Prometheus trilogy also ended) with 
a solution, is not in the Shakespearean sense a tragedy at all ?? 

1 A flaw, I mean, in a work of art considered not as a moral or theo 
logical document but as a work of art, —an aesthetic flaw. I add the word 
‘considerable’ because we do not regard the effect in question as a flaw 
in a work like a lyric or a short piece of music, which may naturally be 
taken as expressions merely of a mood or a subordinate aspect of things. 

* Caution is very necessary in making comparisons between Shakes- 
peare and the Greek dramatists. A tragedy like the Antigone stands, in 
spite of differences, on the same ground as a Shakespearean tragedy; it is 
a self-contained whole with a catastrophe. A drama like the Philoctetes 
is a self-contained whole, but, ending with a solution, it corresponds not 
with a Shakespearean tragedy but with a play like Cymbeline. A drama 
like the Agamemnon or the Prometheus Vinctus answers to no Shake- 
spearean form of play. It is not a self-contained whole, but a part of a 
trilogy. If the trilogy is considered as a unit, it answers not to Hamlet 
but to Cymbeline. If the part is considered as a whole, it answers to 
Hamlet, but may then be open to serious criticism. Shakespeare never 
made a tragedy end with the complete triumph of the worse side: the 


Nor do I mean that King Lear contains a revelation of righteous 
omnipotence or heavenly harmony, or even a promise of the 
reconciliation of mystery and justice. But then, as we saw, 
neither do Shai espeare’s other tragedies contain these things. 
Any theological interpretation of the world on the author’s 
part is excluded from them, and their effect would be dis- 
ordered or destroyed equally by the ideas of righteous or of 
unrighteous omnipotence. Nor, in reading them, do we think 
of ‘justice’ or ‘equity’ in the sense of a strict requital or such an 
© adjustment of merit and prosperity as our moral sense is said 
to demand; and there never was vainer labour than that of 
_ critics who try to make out that the persons in these dramas 
_ meet with ‘justice’ or their ‘deserts’. But, on the other hand, 
man is not represented in these tragedies as the mere play- 
- thing of a blind or capricious power, suffering woes which 
~ have no relation to his character and actions; nor is the 
world represented as given over to darkness. And in these 
Tespects King Lear, though the most terrible of these works, 
does not differ in essence from the rest. Its keynote is surely 
to be heard neither in the words wrung from Gloster in his“ 
an » nor in Edgar’s words ‘the gods are just’. Its final 
| total result is one in which pity and terror, carried perhaps 
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Jess spair, but a consciousness of greatness in pain, and of 
solemnity in the mystery we cannot fathom? 


11 leave it to better authorities to say how far these remarks apply 
a Ork Tragedy, however much the language of ‘justice’ may be 
use ere, 


| 


LECTURE VII 
KING LEAR 


We have now to look at the characters in King Lear; and I~ 
Propose to consider them to some extent from the point of 
view indicated at the close of the last lecture, partly because 
we have so far been regarding the tragedy mainly from an ~ 
Opposite point of view, and partly because these characters are - 
So numerous that it would not be possible within our limits to 
examine them fully. $ 


1 


(The position of the hero in this tragedy is in one it ortant 
respect peculiar, The reader of Hamlet, Othello, or Macbeth, 
is in no danger of forgetting, when the ‘ton, His fatal West 


£ 


the part played by the hero in bringing it on. His fatal weak- 
ness, error, wrong-doing, continues almost to the end. Tt is 
otherwise with King Lear. When the conclusion arrives, the 
old King has for a long while been passive. We have long 
regarded him not only as ‘a man more sinned against | an 
sinning’, but almost wholly as a sufferer, hardly at all as an 
agent. His sufferings too have been so cruel, and our indigna- 
tion against those who inflicted them has been so intense, 
that recollection of the wrong he did to Cordelia, to Kent, and 
to his realm, has been well-nigh effaced. Lastly, for nearly 
four Acts he has inspired in us, together with this pity, much 
admiration and affection} The force of his passion has made 
us feel that his nature was great; and his frankness and gener- 
osity, his heroic efforts to be patient, (the depth of his shame 
and repentance, and the ecstasy of his re-union with Cordelia, 
have melted our very hearts.) Naturally, therefore, at the 
close we are in some danger of forgetting that the storm which 
has overwhelmed him was liberated by his own deed. 

\Yet it is essential that Lear’s contribution to the action of 
thé drama should be remembered; not at all in order that we 
may feel that he ‘deserved’ what he suffered, but because 
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otherwise his fate would appear to us at best pathetic, at worst 
shocking, but certainly not tragic. And when we were reading 
the earlier scenes of the play we recognised this contribution 
clearly enough. At the very beginning, it is true, we are in- 
clined to feel merely pity and misgivings.( The first lines tell us 
that Lear’s mind is beginning to fail with age.) Formerly 
he had perceived how different were the characters of Albany 
and Cornwall, but now he seems either to have lost this per- 
ception or to be unwisely ignoring it.( The rashness of his 
division of the kingdom troubles us, and we cannot but see 
with concern that its motive is mainly selfish. The absurdity 
of the pretence of making the division depend on protestations 
of love from his daughters, his complete blindness to the 
hypocrisy which is patent to us at a glance, his piteous delight 
in these protestations, the openness of his expressions of 
preference for his youngest daughter — all make us smile, 
but all pain us. But pity begins to give way to another feeling 
when we witness the precipitance, the despotism, the uncon- 
trolled anger of his injustice to Cordelia and Kent, and the 
“hideous rashness’ of his persistence in dividing the kingdom 
after the rejection of his one dutiful child. We feel now the 
presence of force as well as weakness, but we feel also the 
presence of the tragic bBow.) Lear, we see, is generous and 
unsuspicious, of an open and free nature, like Hamlet and 
Othello, and indeed most of Shakespeare’s heroes, who in this, 
according to Ben Jonson, resemble the poet who made them. 
Lear, we see, is also choleric by temperament — the first of 
Shakespeare’s heroes who is so.) And a long life of absolute 
power, in which he has been flattered to the top of his bent, 
has produced in him that blindness to human limitations, and 
_that presumptuous self-will, which in Greek tragedy we have 
so often seen stumbling against the altar of Nemesis. (Our 
conse ess that the decay of old age contributes to this 
condition deepens our pity}and our sense of human infirmity 
but certainly does not lead‘us to regard the old King as irres- 


onsible, and so to sever the tragic nexus which binds together 
s error and his calamities, 


1 ‘OF course I do not mean that he is beginning to be insane, and still 
less that he is insane (as some medical critics Suggest). 
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{The magnitude of this first error is generally fully recog- 
nised by the reader owing to his sympathy with Cordelia, 
though, as we have seen, he often loses the memory of it as 
the play advances. But this is not so, I think, with the repetition 
of this error, in the quarrel with Goneril. Here the daughter 
excites so much detestation, and the father so much sym- 
pathy, that we often fail to receive the due impression of his 
violence. There is not here, of course, the injustice of his 
rejection of Cordelia, but there is precisely the same fois. 
This had been shown most strikingly in the first scene when, 
immediately upon the apparently cold words of Cordelia, 
‘So young, my lord, and true’, there comes this dreadful 
answer: 


Let it be so; thy truth then be thy dower.) ` 
For, by the sacred radiance of the sun, 

The mysteries of Hecate and the night; 

By all the operation of the orbs 

From whom we do exist and cease to be; 

Here I disclaim all my paternal care, 

Propinquity and property of blood, 

And as a stranger to my heart and me 

Hold thee from this for ever. The barbarous Scythian, 
Or he that makes his generation messes fy 
To gorge his appetite, shall to my bosom x 

Be as well neighbour’d, pitied and relieved, 

As thou my sometime daughter. $ 


Now the dramatic effect of this passage is exactly, and doubt- 
Jess intentionally, repeated in the curse pronounced against 
Goneril) This does not come after the daughters have openly 
and wholly turned against their father.( Up to the moment of 
its utterance Goneril has done no mort than to require him ~ 
‘a little to disquantity’ and reform his train of k Spe Cer- 
tainly her manner and spirit in making this demand are hateful, 
and probably her accusations against the knights are false Pad 
we should expect from any father in Lear’s position passionate 
distress and indignation. (But surely the famous words which 
form Lear’s immediate reply were meant to be nothing short 
of frightful: 

S ie 
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- ear, nature, hear; dear goddess, hear! 
“Suspend thy Purpose, if thou didst intend 
To make this creature fruitful! 

Into her womb convey sterility!) 

Dry up in her the organs of increase; 

And from her derogate body never spring 

A babe to honour her! If she must teem, 
Create her child of spleen ; that it may live, 
And be a thwart disnatured torment to her! 
Let it stamp wrinkles in her brow of youth; 
With cadent tears fret channels in her cheeks; 
Turn all her mother’s Pains and benefits 

To laughter and contempt; that she may feel 
How sharper than a serpent’s tooth it is 

To have a thankless child! 


The question is not whether Goneril deserves these appalling - 
imprecations, but what they tell us about Lear, tec show 
that, although he has already recognised his injustice towards 
Cordelia, is secretly blaming himself, and is endeavouring to 
do better, the disposition from which his first error sprang is 
still unchanged.) And it is Precisely the disposition to give 
Tse, in evil surroundings, to calamities dreadful but at the 


Same time tragic, because due in some measure to the person 
who endures them, 


law, not of Proportionate Tequital, but of strict connection 
between act and consequence, It is, so far, the world of all 
Shakespeare’s tragedies, 
_ \But there is another aspect of Lear’s story, the influence of 
which modifies, in a way quite different and more peculiar 
to this tragedy, the impressions called pessimistic and even 
this impression of law. There is nothing more noble and beau- — 
in literature than Shakespeare’s exposition of the effechi X 
of suffering in reviving the greatness and eliciting the sweetness _ 
of Lear’s nature. The occasional recurrence, during his madness, 
Ji -o a si “in : 
re pen > A 


~- 4 


TE 4 
King Lear 235 


of autocratic impatience or of desire for revenge serves 
only to heighten this effect, and the moments when his insanity 
becomes merely infinitely piteous do not weaken it. The old 
King who in pleading with his daughters feels so intensely his 
own humiliation and their horrible ingratitude, and who yet, 

at fourscore and upward, constrains himself to practise a self- 
control and patience so many years disused; who out of old 
affection for his Fool, and in repentance for his injustice to the 
Fool’s beloved mistress, tolerates incessant and cutting re- 
minders of his own folly and wrong; in whom the rage of the 
storm awakes a power and'a poetic grandeur surpassing even 
that of Othello’s anguish; who comes in his affliction to think 

of others first, and to seek, in tender solicitude for his poor 
boy, the shelter he scorns for his own bare head; who learns 

to feel and to pray for the miserable and houseless poor, to _ 
discern the falseness of flattery and the brutality of authority, 
and to pierce below the differences of rank and raiment to 
the common humanity beneath; whose sight is so purged by 
scalding tears that it sees at last how power and place anda i, 
things in the world are vanity except love; who tastes in hi 
last hours the extremes both of love’s rapture and of its agony, 
but could never, if he lived on or lived again, care a jot for 
aught beside — there is no figure, surely, in the world of poetry 

at once so grand, so pathetic, and so beautiful as his. Well, 
but Lear owes the whole of this to those sufferings which made 

us doubt whether life were not simply evil, and men like the 
flies which wanton boys torture for their sport. Should we not 

be at least as near the truth if we called this poem The Redem 

tion of King Lear, and declared that the business OPTS gas 
With him was neither to torment him, nor to teach him a 
‘noble anger’, but to lead him to attain through apparently 
hopeless failure the very end and aim of life ? One can believe 
that Shakespeare had been tempted at times to feel misanthropy — 
and despair, but it is quite impossible that he can have been 
mastered by such feelings at the time when he produced this 
conception. ) 3 

_ To dwell ‘on the stages of this process of purification (the 
word is Professor Dowden’s) is impossible here; and there 
are scenes, such as that of the een paa eet and Cordelia, 
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which it seems almost a profanity to touch.) But I will refer to 
two scenes which may remind us more in detail of some of the 
points just mentioned. 4The third and fourth scenes of Act m. 
present one of those contrasts which speak as eloquently even 
as Shakespeare’s words, and which were made possible in his 
theatre by the absence of scenery and the consequent absence 
of intervals between the scenes. Girst, ina scene of twenty- 
three lines, mostly in prose, Gloster is shown, telling his son 
Edmund how Goneril and Regan have forbidden him on pain 
of death to succour the houseless King; how a secret letter 
has reached him, announcing the arrival of a French force; 
and how, whatever the consequences may be, he is deter- 
mined to relieve his old master. Edmund, left alone, solilo- 
quises in words which seem to freeze one’s blood: 


This courtesy, forbid thee, shall the duke 
Instantly know; and of that letter too) 

This seems a fair deserving, and must draw me 
That which my father loses: no less than all: 
(The younger rises when the old doth fall.) 


He goes out; and the next moment, fas the fourth scene opens, 
we find ourselves in the icy storm with Lear, Kent and the 
Fool, and yet in the inmost shrine of love. I am not speaking 
of the devotion of the others to Lear, but of Lear himself. 


He had consented, merely for the Fool’s sake, to seek shelter 
in the hovel: 


4 Come, your hovel. 
Poor fool and knave, I have one part in my heart 
That’s sorry for thee. 


But on the way he has broken down and has been weeping 

(im. iv. 17), and now he Tesists Kent’s efforts to persuade him 

to enter. He does not feel the storm: 
when the mind’s free 

The body’s delicate: the tempest in my mind 

Doth from my senses take all feeling else 

Save what beats there: 


AM must however point out that the modern stage-directions are most 
unfortunate in concealing the fact that here Cordelia sees her father aga! 
for the first time. See Note W. 
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pie the thoughts that will drive him mad are burning in his 
rain: 
Filial ingratitude! 
Is it not as this mouth should tear this hand 
For lifting food to’t? But I will punish home. 
No, I will weep no more.) In such a night 
To shut me out! Pour on; I will endure. 
In such a night as this! O Regan, Goneril! 
Your old kind father, whose frank heart gave all, — 
O, that way madness lies; let me shun that; 
No more of that. 
‘5 


And then suddenly, as he controls himself, the blessed spirit 
of kindness breathes on him ‘like a meadow gale of spring’, 
and he turns gently to Kent: 


Prithee, go in thyself; seek thine own ease: 
This tempest will not give me leave to ponder 
On things would hurt me more. But IIl go in. 
In, boy; go first. You houseless poverty — 
Nay, get thee in. I'll pray, and then I'll sleep. 


(But his prayer is not for himself. 


Poor naked wretches, whereso’er you are, ) 


it begins, and I need not quote more. This is one of those 
passages which make one worship Shakespeare.+ 


1 What immediately follows is as striking an illustration of quite another 
quality, and of the effects which make us think of Lear as pursued by a 
relentless fate. If he could go in and sleep after his prayer, as he intends, 
his mind, one feels, might be saved: so far there has been only the menace 
of madness. But from within the hovel Edgar — the last man who would 
willingly have injured Lear — cries, ‘Fathom and half, fathom and half! 
Poor Tom!’; the Fool runs out terrified; Edgar, summoned by Kent, a 
follows him; and, at sight of Edgar, in a moment something gives way in 


Lear’s brain, and he exclaims: : 


Hast thou given all k 
To thy two daughters? And art thou come to this? 


Henceforth he is mad. And they remain out in the storm. i 
I have not seen it noticed that this stroke of fate is repeated—surely 
intentionally — in the sixth scene. Gloster has succeeded in persuading 


2 
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Much has been written on the representation of insanity in 
King Lear, and I will confine myself to one or two points wit 
may have escaped notice. (The most obvious symptom o0. 
Lear’s insanity, especially in its first stages, is of course the 
domination of a fixed idea. Whatever presents itself to his 

= senses, is seized on by this idea and compelled to express it; 
as for example in those words, already quoted, which first show 
that his mind has actually given way: 


+ Hast thou given all s 
To thy two daughters? And art thou come to this? 1 


ni P . 
But it is remarkable that what we have here is only, in a 
exaggerated and perverted form, the very same action 0 


imagination that, just before the breakdown of reason, pro- 
duced those sublime appeals: 


O heavens, 
If you do love old men, if your sweet sway 
Allow obedience, if yourselves are old, 
Make it your cause; ) 


and: 


Rumble thy bellyful! Spit, fire! spout, rain! 
Nor rain, wind, thunder, fire, are my daughters: 
I tax not you, you elements, with unkindness; 

I never gave you kingdom, call’d you children, 
You owe me no subscription: then let fall 


Lear to come into the ‘house’; he then leaves, and Kent after much 
difficulty induces Lear to lie down and rest upon the cushions. Sleep 
begins to come to him again, and he murmurs, 


* Make no noise, make no noise; draw the curtains; so, so, so, We'll 
go to supper i’ the morning. So, so, so.’ 


At that moment Gloster enters with the news that he has discovered a 
plot to kill the King; the rest that ‘might yet have balm’d his broket 
senses’ is again interrupted; and he is hurried away on a litter towards 


Dover. (His recovery, it will be remembered, is due to a long sleep arti- | 
ficially induced.) 


‘tu. iv. 49. This is [1904] printed as prose in the Globe edition, but a 
surely verse. Lear has not yet spoken prose in this scene, and his nem y 
three speeches are in verse, The next is in prose, and, ending in his tea 
ing off his clothes, shows the advance of insanity. 
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Your horrible pleasure; here I stand, your slave, 
A poor, infirm, weak, and despised old man: 
But yet I call you servile ministers, 

That have with two pernicious daughters join’d 
Your high engender’d battles *gainst a head 

So old and white as this. O! O! ’tis foul! 


Shakespeare, long before this, in the Midsummer Nights 
Dream, had noticed the resemblance between the lunatic, the 
lover, and the poet; and the partial truth that genius is allied 
to insanity was quite familiar to him. But he presents here the 
supplementary half-truth that insanity is allied to genius. 

He does not, however, put into the mouth of the insane Lear 
any such sublime passages as those just quoted. ear’s in- 
sanity, which destroys the coherence, also reduces the poetry 
of his imagination. What it stimulates is that power of moral 
perception and reflection which had already been quickened 
by his sufferings) This, however partial and however dis- 
connectedly used, ’first appears, quite soon after the insanity 
has declared itself, in the idea that the naked beggar represents 
truth and reality, in contrast with those conventions, flatteries, 
and corruptions of the great world, by which Lear has so long 
been deceived and will never be deceived again: 


Is man no more than this? Consider him well. Thou owest the 
worm no silk, the beast no hide, the sheep no wool, the cat no 
perfume. Ha! here’s three ‘on’s are sophisticated: thou art the thing 
itself. 


Lear regards the beggar therefore with reverence and delight, 
as a person who is in the secret of things, and he longs to 
question him about their causes. It is this same strain of thought 
which much later (Tv. vi.), gaining far greater force, though 
the insanity has otherwise advanced, issues in those famous 
Timon-like speeches which make us realise the original strength 
of the old King’s mind. (And when this strain, on his recovery, 
unites with the streams of repentance and love, it produces that 
serene renunciation of the world, with its power and glory 
and resentments and revenges, which is expressed in the 
speech (v. iii.): 
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No, no, no, no! Come, let’s away to prison: 
We two alone will sing like birds i’ the cage: 
When thou dost ask me blessing, Pll kneel down, 
And ask of thee forgiveness :iso we'll live, 
And pray, and sing, and tellold tales, and laugh 
At gilded butterflies, and hear poor rogues 
Talk of court news; and we'll talk with them too, 
Who loses, and who wins; who’s in, who’s out; 
And take upon’s the mystery of things, 

~ As if we were God’s spies: and we'll wear out, 
In a wall’d prison, packs and sets of great ones, 
That ebb and flow by the moon. 


Wipe thine eyes: 
The good-years shall devour them, flesh and fell, 
Ere they shall make us weep: we'll see ’em starve first. 


stand her tears; it never crosses his mind that they have any- 
thing more than Imprisonment to fear. And what is that to 
them? They have made that sacrifice, and all is well: 


Have I caught thee? 
He that parts us shall bring a brand from heaven, 
And fire us hence like foxes. 


This blindness is most affecting to us, who know in what 
manner they will be parted; but it is also comforting. And 


—— 
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we find the same mingling of effects in the overwhelming con- 
clusion of the story. If to the reader, as to the bystanders, 
that scene brings one unbroken pain, it is not so with Lear 
himself. His shattered mind passes from the first transports 
of hope and despair, as he bends over Cordelia’s body and 
holds the feather to her lips, into an absolute forgetfulness of 
the cause of these transports. This continues so long as he can 
converse with Kent; becomes an almost complete vacancy; 
and is disturbed only to yield, as his eyes suddenly fall again 
on his child’s corpse, to an agony which at once breaks his 
heart. And, finally, though he is killed by an agony of pain, 
the agony in which he actually dies is one not of pain but 
of ecstasy. Suddenly, with a cry represented in the oldest text 
by a four-times repeated ‘O’, he exclaims: 


Do you see this? Look on her, look, her lips, 
Look there, look there! 


These are the last words of Lear. He is sure, at last, that she 
lives: and what had he said when he was still in doubt ? 


` She lives! if it be so, 
It is a chance which does redeem all sorrows 
That ever I have felt! 


To us, perhaps, the knowledge that he is deceived may bring 
a culmination of pain} but, if it brings only that, I believe we 
are false to Shakespeare, and it seems almost beyond question 
that any actor is false to the text who does not attempt to 
express, in Lear’s last accents and gestures and look, an un- 
bearable joy.* 

1 (Lear’s death is thus, I am reminded, like père Goriot’s.] This inter- 
pretation may be condemned as fantastic, but the text, it appears to me, 
will bear no other. This is the whole speech (in the Globe text): 

And my poor fool is hang’d! No, no, no life! 

Why should a dog, a horse, a rat, have life, 

And thou no breath at all? Thou’lt come no more, 

Never, never, never, never, never! f 

Pray you, undo this button: thank you, sir. 

Do you see this? Look on her, look, her lips, 

Look there, look there! [continued overleaf] 
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To dwell on the pathos of Lear’s last speech would be an 
impertinence, but I oe adda remark on the speech from a 
literary point of view. dn the simplicity of its language, wl a 
consists almost wholly of monosyllables of native origi H 
composed in very brief sentences of the plainest structure, 


presents an extraordinary contrast to the dying speech of 


Hamlet and the last words of Othello to the bystanders) TR 
fact that Lear speaks in passion is one cause of the differens 
but not the sole cause. The language is more than simple, y 
is familiar. And this familiarity is characteristic of Lear ea 
cept at certain moments, already referred to) from the a 

of his madness onwards, and is the source of the peculiarly 
poignant effect of some of his sentences (such as ‘The little 
dogs and all... °’): We feel in them the loss of power to sai 
tain his royal dignity; we feel also that everything externa 
has become nothingness to him, and that what remains is fhe 
thing itself’, the soul in its bare greatness. Hence also it is tha 

two lines in this last speech show, better perhaps than eny 
other passage of poetry, one of the qualities we have in min 

when we distinguish poetry as ‘romantic’. Nothing like Ham- 
let’s mysterious sigh ‘The rest is silence’, nothing like Othello’s 
memories of his life of marvel and achievement, was possible 


A plague upon you, murderers, traitors all! 
I might have saved her; now she’s gone for ever! 
Cordelia, Cordelia, stay a little. 

ai 


What is’t thou say’st? Her voice was ever soft, 
Gentle, and low, an excellent thing in woman. 


4 
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to Lear. Those last thoughts are romantic in their strangeness: 
Lear’s five-times repeated ‘Never’, in which the simplest and 
most unanswerable cry of anguish rises note by note till the 
heart breaks, is romantic in its naturalism; and to make a 
verse out of this one word required the boldness as well as 
the inspiration which came infallibly to Shakespeare at the 
greatest moments. But the familiarity, boldness and inspira- 
tion are surpassed (if chat can be) by the next line, which 
shows the bodily oppression asking for bodily relief. The 
imagination that produced Lear’s curse or his defiance of the 
storm may be paralleled in its kind, but where else are we to 
seek the imagination that could venture to follow that cry 
of ‘Never’ with such a phrase as ‘undo this button’, and yet 
could leave us on the topmost peaks of poetry ?4 


2 


Gloster and Albany are the two neutral characters of the 
tragedy. (The parallel between Lear and Gloster, already 
noticed, is, up to a certain point, so marked that it cannot 
possibly be accidental. Both are old white-haired men (m. 
vii. 37); both, it would seem, widowers, with children com- 
paratively young. Like Lear, Gloster is tormented, and his 
life is sought, by the child whom he favours; he is tended and 
healed by the child whom he has wronged. His sufferings, like 
Lear’s, are partly traceable to his own extreme folly and in- 
justice, and, it may be added, to a selfish pursuit of his 
own pleasure.* His sufferings, again, like Lear’s, purify and 

1 The Quartos give the ‘Never’ only thrice (surely wrongly), and all the 
actors I have heard have preferred this easier task. I ought perhaps to 
add that the Quartos give the words ‘Break, heart; I prithee, break !’ to 
Lear, not Kent. They and the Folio are at odds throughout the last sixty 
lines of King Lear, and all good modern texts are eclectic. 

2 The connection of these sufferings with the sin of earlier days (not, 
it should be noticed, of youth) is almost thrust upon our notice by the 
levity of Gloster’s own reference to the subject in the first scene, and by 
Edgar’s often quoted words ‘The gods are just’, etc. The following collo- 
cation, also, may be intentional (m. iv. 116): 

Fool. Now a little fire in a wild field were like an old lecher’s heart; 
a small spark, all the rest on’s body cold. Look, here comes a walking 
fire. [Enter GLosTER with a torch.} [continued overleaf] 
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i ed 
ighten him: he dies a better and wiser man than he show: 4 
nee at first. They even learn the same lesson, and Gilosia s 
repetition (noticed and blamed by Johnson) of the though ally 
famous speech of Lear’s is surely intentional. And, ae z 
Gloster dies almost as Lear dies. Edgar reveals himsel 
him and asks his blessing (as Cordelia asks Lear 5): 


but his flaw’d heart — 
Alack, too weak the conflict to support — 
’Twixt two extremes of passion, joy and grief, 
Burst smilingly. 


So far; the resemblance of the two stories, and also of K 
ways in which their painful effect is modified, is cugon 1 
close. And in character too Gloster is, like his master, a I 
tionate,? credulous and hasty. But otherwise he is sharply 
contrasted with the tragic Lear, who is a towering figure, every 


z PA a 
Pope destroyed the collocation by transferring the stage-direction to 
Point some dozen lines later, 


Too little care of this! Take physic, pomp: | 
to feel what wretches feel, 
That thou mayst shake the superfiux to them, 


í that I am wretched 
Makes thee the happier: heavens, deal so still! 


Glo. Here, take this purse, thou whom the heavens’ plagues P. 
BY 
Let the superfluous and lust-dieted man, 


So distribution should undo excess, 
And each man have enough. 
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inch a king,? while Gloster is built on a much smaller scale, 
and has infinitely less force and fire. He is, indeed, a decidedly 
weak though good-hearted man; and, failing wholly to sup- 
port Kent in resisting Lear’s original folly and injustice,* he 
only gradually takes the better part. Nor is his character either 
very interesting or very distinct) He often gives one the im- 
pression of being wanted mainly to fill a place in the scheme of 
the play; and, though it would be easy to give a long list of his 
characteristics, they scarcely, it seems to me, compose an 
individual, a person whom we are sure we should recognise at 
once. If this is so, the fact is curious, considering how much 
we see and hear of him. 

I will add a single note. Gloster is the superstitious character 
of the drama, — the only one. He thinks much of ‘these late 
eclipses in the sun and moon’. His two sons, from opposite 
points of view, make nothing of them. His easy acceptance 
of the calumny against Edgar is partly due to this weakness, 
and Edmund builds upon it, for an evil purpose, when he 
describes Edgar thus: 


Here stood he in the dark, his sharp sword out, 
Mumbling of wicked charms, conjuring the moon, 
To prove’s auspicious mistress. 


Edgar in turn builds upon it, for a good purpose, when he 
persuades his blind father that he was led to jump down Dover 
cliff by the temptation of a fiend in the form of a beggar, and 
was saved by a miracle:) 


1 Imagination demands for Lear, even more than for Othello, majesty 
of stature and mien. Tourgénief felt this and made his ‘ Lear of the 
Steppes’ a gigantic peasant. If Shakespeare’s texts give no express 
authority for ideas like these, the reason probably is that he wrote 
primarily for the theatre, where the principal actor might not be a large - 
man. 

3 He is not present, of course, till France and Burgundy enter; but while 
he is present he says not a word beyond ‘Here’s France and Burgundy, 
my noble lord’. For some remarks on the possibility that Shakespeare 
imagined him as having encouraged Lear in his idea of dividing the king- 
dom see Note T. It must be remembered that Cornwall was Gloster’s 
‘arch and patron’. 
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As I stood here below, methought his eyes 

Were two full moons; he had a thousand noses, 
Horns whelk’d and waved like the enridged sea: 

It was some fiend; therefore, thou happy father, 
Think that the clearest gods, who make them honours 
Of men’s impossibilities, have preserved thee. 


This passage is odd in its collocation of the thousand noses 
and the clearest gods, of grotesque absurdity and extreme 
seriousness. Edgar knew that the ‘fiend’ was really Gloster's 
“worser spirit’, and that ‘the gods’ were himself. Doubtless, 
however — for he is the most religious person in the play — 
he thought that it was the gods who, through him, had pre- 
served his father; but he knew that the truth could only enter 
this superstitious mind ina superstitious form. 

The combination of parallelism and contrast that we ob- 
serve in Lear and Gloster, and again in the attitude of the 
two brothers to their father’s superstition, is one of many 
indications that in King Lear Shakespeare was working more 
than usual on a basis of conscious and reflective ideas. Per- 
haps it is not by accident, then, that he makes Edgar and Lear 
Preach to Gloster in precisely the same strain. Lear says to 

m: 

If thou wilt weep my fortunes, take my eyes. 

I know thee well enough; thy name is Gloster: 
Thou must be patient; we came crying hither: 
Thou know’st, the first time that we smell the air, 
We wawl and cry. I will preach to thee: mark. 


Edgar’s last words to him are: 


What, in ill thoughts again? Men must endure 
Their going hence, even as their coming hither: 
Ripeness is all. 


Albany is merely sketched, and he is so generally neglected 
that a few words about him may be in place. He too ends 4 
better and wiser man than he began. When the play opens he 
is, of course, only just married to Goneril; and the idea is, 
think, that he has been bewitched by her fiery beauty not less 
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than by her dowry. He is an inoffensive peace-loving man, and 
is overborne at first by his ‘great love’ for his wife and by her 
imperious will. He is not free from responsibility for the 
treatment which the King receives in his house; the Knight 
says to Lear, ‘there’s a great abatement of kindness appears 
as well in the general dependants as in the duke himself also 
and your daughter’. But he takes no part in the quarrel, and 
doubtless speaks truly when he protests that he is as guiltless 
as ignorant of the cause of Lear’s violent passion. When the 
King departs, he begins to remonstrate with Goneril, but 
shrinks in a cowardly manner, which is a trifle comical, from 
contest with her. She leaves him behind when she goes to 
join Regan, and he is not further responsible for what follows. 
When he hears of it, he is struck with horror: the scales drop 
from his eyes, Goneril becomes hateful to him, he determines 
to revenge Gloster’s eyes. His position is however very difficult, 
as he is willing to fight against Cordelia in so far as her army 
is French, and unwilling in so far as she represents her father. 
This difficulty, and his natural inferiority to Edmund in force 
and ability, pushes him into the background; the battle is not 
won by him but by Edmund; and but for Edgar he would 
certainly have fallen a victim to the murderous plot against 
him. When it is discovered, however, he is fearless and resolute 
enough, besides being full of kind feeling towards Kent and 
Edgar, and of sympathetic distress at Gloster’s death. And 
one would be sure that he is meant to retain this strength till 
the end, but for his last words. He has announced his intention 
of resigning, during Lear’s life, the ‘absolute power’ which 
has come to him; and that may be right. But after Lear’s death 
he says to Kent and Edgar: 


Friends of my soul, you twain 
Rule in this realm, and the gored state sustain. 


If this means that he wishes to hand over his absolute power to 
them, Shakespeare’s intention is certainly to mark the feeble- 
ness of a well-meaning but weak man. But possibly he means 
by ‘this realm’ only that half of Britain which had belonged 
to Cornwall and Regan. 
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I turn now to those two strongly contrasted groups of good 
and evil beings; and to the evil first. The members of ii 
group are by no means on a level. Far the most contemptible 
of them is Oswald, and Kent has fortunately expressed our 
feelings towards him. Yet twice we are able to feel sympathy 
with him. Regan cannot tempt him to let her open Goneril’s 
letter to Edmund; and his last thought as he dies is given t 
the fulfilment of his trust. Itis to a monster that he is fanit p 
and he is faithful to her in a monstrous design. Still faithfi 
ness is faithfulness, and he is not wholly worthless. Dr. Johri 
son says: ‘I know not well why Shakespeare gives to Oswal A 
who is a mere factor of wickedness, so much fidelity’; but 
in any other tragedy this touch, so true to human nature, is 
only what we should expect. If it surprises us in King Lear, 
the reason is that Shakespeare, in dealing with the other mem- 
bers of the group, seems to have been less concerned than us 
with such mingling of light with darkness, and intent rather on 
making the shadows as utterly black as a regard for truth 
would permit. 

Cornwall seems to have been a fit mate for Regan; and what 
worse can be said of him? It is a great satisfaction to thin 
that he endured what to him must have seemed the dreadful 
disgrace of being killed by a servant. He shows, I believe, 0° 
tedeeming trait, and he is a coward, as may be seen from the 
sudden rise in his courage when Goneril arrives at the castle 
and supports him and Regan against Lear (u. iv. 202). But a8 
his cruelties are not aimed at a blood-relation, he is not, i0 
this sense, a ‘monster’, like the remaining three. 

Which of these three is the least and which the most detest- 
able there can surely be no question. For Edmund, not tO 
mention other alleviations, is at any rate not a woman. AM 4 
the differences between the sisters, which are distinctly marke 

and need not be exhibited once more in full, are all in favoni 
of ‘the elder and more terrible’. That Regan did not commi 
adultery, did not murder her sister or plot to murder he 

husband, did not join her name with Edmund’s on the ordet 


1 
] 


| 
. 
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for the deaths of Cordelia and Lear, and in other respects 
failed to take quite so active a part as Goneril in atrocious 
wickedness, is quite true but not in the least to her credit. 
It only means that she had much less force, courage and in- 
itiative than her sister, and for that reason is less formidable 
and more loathsome. Edmund judged right when, caring for 
neither sister but aiming at the crown, he preferred Goneril, 
for he could trust her to remove the living impediments to her 
desires. The scornful and fearless exclamation, ‘An interlude !” 
with which she greets the exposure of her design, was quite 
beyond Regan. Her unhesitating suicide was perhaps no less 
so. She would not have condescended to the lie which Regan 
so needlessly tells to Oswald: 


It was great ignorance, Gloster’s eyes being out, 

To let him live: where he arrives he moves N 
All hearts against us: Edmund, I think, is gone, 

In pity of his misery, to dispatch 

His nighted life. 


Her father’s curse is nothing to her. She scorns even to men- 
tion the gods. Horrible as she is, she is almost awful. But, 
to set against Regan’s inferiority in power, there is nothing: 
she is superior only in a venomous meanness which is almost 
as hateful as her cruelty. She is the most hideous human 
being (if she is one) that Shakespeare ever drew. 

I have already noticed the resemblance between Edmund 
and Iago in one point; and Edmund recalls his greater fore- 
runner also in courage, strength of will, address, egoism, an 


1Jn this she stands alone among the more notable characters of the 
play. Doubtless Regan’s exclamation ‘ O the blest gods * means nothing, 
but the fact that it is given to her means something. For some further 
remarks on Goneril see Note T. I may add that touches of Goneril 
reappear in the heroine of the next tragedy, Macbeth; and that we are 
sometimes reminded of her again by the character of the Queen in 
Cymbeline, who bewitched the feeble King by her beauty, and married 
him for greatness while she abhorred his person (Cymbeline, Viy 62f,, 
31 f.); who tried to poison her step-daughter and intended to poison her 
husband; who died despairing because she could not execute all the evil 
she purposed; and who inspirited her husband to defy the Romans by 
Words that still stir the blood (Cymbeline, m. i. 14 f. Cf. King Lear, 1. ii. 


0 f.) 


“a 


250 Shakespearean Tragedy 


e . f 
abnormal want of feeling, and the possession of a sense 0) 
humour. But here the likeness ends. Indeed a decided dite 
ence is observable even in the humour. Edmund is apparently 
a good deal younger than Iago. He has a lighter, and moa 
superficial nature, and there is a certain genuine gaiety in him 
- which makes one-smile not unsympathetically as one iat 
to his first soliloquy, with its cheery conclusion, so unlike 
lago’s references to the powers of darkness, 


Now, gods, stand up for bastards! 


Even after we have witnessed his dreadful deeds, a touch of 
this sympathy is felt again when we hear his nonchalani 
reflections before the battle: 


To both these sisters have I sworn my love: 
Each jealous of the other, as the stung 


Are of the adder. Which of them shall I take? 
Both? one? or neither? 


Besides, there is nothing in Edmund of lago’s motive-hunting, 
and very little of any of the secret forces which impelled Iago. 
He is comparatively a straightforward character, as straight 
forward as the Iago of some critics. He moves wonder an 
horror merely because the fact that a man so young can have 
a nature so bad is a dark mystery. A 

Edmund is an adventurer pure and simple. He acts 10 
pursuance of a purpose, and, if he has any affections or dis- 
likes, ignores them. He is determined to make his way, first 
to his brother’s lands, then — as the prospect widens — t0 
the crown; and he regards men and women, with their virtues 
and vices, together with the bonds of kinship, friendship, Of 
allegiance, merely as hindrances or helps to his end. They are 
for him divested of all quality except their relation to this 
end ; as indifferent as mathematical quantities or mere physic 
agents. 


A credulous father and a brother noble, 
. . I see the business, 


he says, as if he were talking of x and y, 
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This seems a fair deserving, and must draw me 
That which my father loses; no less than all: 
The younger rises when the old doth fall: 


he meditates, as if he were considering a problem in mechanics. 
He preserves this attitude with perfect consistency until the 
possibility of attaining his end is snatched from him by death. 

Like the deformity of Richard, Edmund’s illegitimacy fur- 
nishes, of course, no excuse for his villainy, but it somewhat 
influences our feelings. It is no fault of his, and yet it separates 
him from other men. He is the product of Nature — of a 
natural appetite asserting itself against the social order; and 
he has no recognised place within this order. So he devotes 
himself to Nature, whose law is that of the stronger, and who 
does not recognise those moral obligations which exist only 
by convention, — by ‘custom’ or ‘the curiosity of nations’. 
Practically, his attitude is that of a professional criminal. 
‘You tell me I do not belong to you,’ he seems to say to 
society: ‘very well: I will make my way into your treasure- 
house if I can. And if I have to take life in doing so, that 
is your affair.’ How far he is serious in this attitude, and really 
indignant at the brand of bastardy, how far his indignation 
is a half-conscious self-excuse for his meditated villainy, it is 
hard to say ; but the end shows that he is not entirely in earnest. 

As he is an adventurer, with no more ill-will to anyone 
than good-will, it is natural that, when he has lost the game, 
he should accept his failure without showing personal ani- 
mosity. But he does more. He admits the truth of Edgar’s 
words about the justice of the gods, and applies them to his 
own case (though the fact that he himself refers to fortune’s 
wheel rather than to the gods may be significant). He shows 
too that he is not destitute of feeling; for he is touched by 
the story of his father’s death, and at last ‘pants for life’ in 


11, ii. 1 f. Shakespeare seems to have in mind the idea expressed in the 
speech of Ulysses about the dependence of the world on degree, order. 
system, custom, and about the chaos which would result from the free 
action of appetite, the ‘universal wolf’ (Troilus and Cr. 1. iii. 83 f.). Cf. 
the contrast between ‘particular will’ and ‘the moral laws of nature and 


of nations’, m, ii. 53, 185 (‘nature’ here of course is the o i 
“nature” of Edmund's speech). ease guie 
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the effort to do ‘some good’ by saving Lear and Cordelia. 
There is something pathetic here which tempts one to dream 
that, if Edmund had been whole brother to Edgar, and had 
been at home during those ‘nine years’ when he was ‘out’, he 
might have been a very different man. But perhaps his words, 


Some good I mean to do, 
Despite of mine own nature, 


suggest rather that Shakespeare is emphasising the mysterious 
fact, commented on by Kent in the case of the three daughters 
of Lear, of an immense original difference between children 
of one father. Stranger than this emergence of better feelings, 
and curiously pathetic, is the pleasure of the dying man in the 
thought that he was loved by both the women whose corpses 
are almost the last sight he is to see. Perhaps, as we con- 
Jectured, the cause of his delay in saving Lear and Cordelia 
even after he hears of the deaths of the sisters is that he 1s 


o 


sunk in dreamy reflections on his past. When he murmurs, ~ 


‘Yet Edmund was beloved’, one is almost in danger of forget- 
ting that he had done much more than reject the love of his 
father and half-brother. The passage is one of several in Shake- 
Speare’s plays where it strikes us that he is recording some 
fact about human nature with which he had actually met, 
and which had seemed to him peculiarly strange. 


accordingly, although 
Previous discussion, I will do so only by the briefest statement. 


On the one hand we see a world which generates terrible 
evil in profusion. Further, the beings in whom this evi 
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appears at its strongest are able, to a certain extent, to thrive. 
They are not unhappy, and they have power to spread misery 
and destruction around them. All this is undeniable fact. 

On the other hand this evil is merely destructive: it founds 
nothing, and seems capable of existing only on foundations 
laid by its opposite. It is also self-destructive: it sets those 
beings at enmity; they can scarcely unite against a common 
and pressing danger; if it were averted they would be at each 
other’s throats in a moment; the sisters do not even wait till 
it is past. Finally, these beings, all five of them, are dead a 
few weeks after we see them first; three at least die young; 
the outburst of their evil is fatal to them. These also are un- 
deniable facts; and, in face of them, it seems odd to describe 
King Lear as ‘a play in which the wicked prosper’ (Johnson). 

Thus the world in which evil appears seems to be at heart 
unfriendly to it. And this impression is confirmed by the fact 
that the convulsion of this world is due to evil, mainly in the 
worst forms here considered, partly in the milder forms which 
we call the errors or defects of the better characters. Good, in 
the widest sense, seems thus to be the principle of life and 
health in the world; evil, at least in these worst forms, to be a 
poison. The world reacts against it violently, and, in the 
struggle to expel it, is driven to devastate itself. 

If we ask why the world should generate that which convulses 
and wastes it, the tragedy gives no answer, and we are trying 
to go beyond tragedy in seeking one. But the world, in this 
tragic picture, is convulsed by evil, and rejects it. ) 


4 


yi It generates in profusion 
selfless devotion and unconquerable love. And the strange 


or we are surprised. We 
em, love them; but we feel 


no mystery. We do not ask in bewilderment, Is there any 
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cause in nature that makes these kind hearts? Such hardened 
optimists are we, and Shakespeare, — and those who find the 
darkness of revelation in a tragedy which reveals Cordelia. 
Yet surely, if we condemn the universe for Cordelia’s death, 
we ought also to remember that it gave her birth. The fact 
that Socrates was executed does not remove the fact that he 
lived, and the inference thence to be drawn about the world 
that produced him. < 

Of these four characters Edgar excites the least enthusiasm, 
but he is the one whose development is the most marked. His 
behaviour in the early part of the play, granted that it is not 
too improbable, is so foolish as to provoke one. But he learns 
by experience, and becomes the most capable person in the 
story, without losing any of his purity and nobility of mind. 
There remain in him, however, touches which a little chill 
one’s feeling for him. 


The gods are just, and of our pleasant vices 
Make instruments to plague us: 


The dark and vicious place where thee he got 
Cost him his eyes: 


— one wishes he had not said to his dying brother those words 
about their dead father. ‘The gods are just’ would have been 
enough. It may be suggested that Shakespeare merely wishe 
to introduce this moral somehow, and did not mean the speech 
to be characteristic of the speaker. But I doubt this: he might 
well have delivered it through Albany, if he was determine’ 
to deliver it. This trait in Edgar is characteristic. It seems tO 
be connected with his Pronounced and conscious religious 
ness. He interprets everything religiously, and is speaking 
1 The line last quoted is continued by Edmund in the Folios thus: ‘Th’ 
hast spoken Tight; "tis true,’ but in the Quartos thus: ‘Thou hast spoken 
truth,’ which leaves the line imperfect. This, and the imperfect line 
aac instruments to plague us’, suggest that Shakespeare wrote at 
*. i Make instruments to plague us. 
Edm. Th’ hast spoken truth. x 


The Quartos show other variations which seem to point to the fact that 
the MS. was here difficult to make out. 


3 


] 
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here from an intense conviction which overrides personal 
feelings. With this religiousness, on the other side, is connected 
his cheerful and confident endurance, and his practical help- 
fulness and resource. He never thinks of despairing; in the 
worst circumstances he is sure there is something to be done 
to make things better. And he is sure of this, not only from 
temperament, but from faith in ‘the clearest gods’. He is the 
man on whom we are to rely at the end for the recovery and 
welfare of the state: and we do rely on him. 

I spoke of his temperament. There is in Edgar, with much 
else that is fine, something of that buoyancy of spirit which 
charms us in Imogen. Nothing can subdue in him the feeling 
that life is sweet and must be cherished. At his worst, mis- 
construed, contemned, exiled, under sentence of death, ‘the 
lowest and most dejected thing of fortune’, he keeps his head 
erect. The inextinguishable spirit of youth and delight is in 
him; he embraces the unsubstantial air which has blown him 
to the worst; for him ‘the worst returns to laughter’.1 ‘Bear 
free and patient thoughts,’ he says to his father. His own 
thoughts are more than patient, they are ‘free’, even joyous, 
in spite of the tender sympathies which strive in vain to over- 
whelm him. This ability to feel and offer great sympathy with 
distress, without losing through the sympathy any elasticity 
or strength, is a noble quality, sometimes found in souls like 
Edgar’s, naturally buoyant and also religious. It may even be 
characteristic of him that, when Lear is sinking down in 
death, he tries to rouse him and bring him back to life. ‘Look 
up, my lord !” he cries. It is Kent who feels that 


he hates him, 
That would upon the rack of this tough world 
Stretch him out longer. 


_ Kent is one of the best-loved characters in Shakespeare. He 
is beloved for his own sake, and also for the sake of Cordelia 
and of Lear. We are grateful to him because he stands u 

for Cordelia, and because, when she is out of sight, he 


11y. i. 1-9. Iam indebted here to Koppel, Verbesserungsy 
zu den Erläuterungen und der Textlesung des Lear (1899), eer achlase 
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constantly keeps her in our minds. And how well these two loye 
each other we see when they meet. Yet it is not Cordelia 
who is dearest to Kent. His love for Lear is the passion of his 
life : it is his life. At the beginning he braves Lear’s wrath 
even more for Lear’s sake than Cordelia’s.1 At the end he 
seems to realise Cordelia’s death only as it is reflected in Lear’s 
agony. Nor does he merely love his master passionately, as 
Cordelia loves her father. That word ‘master’, and Kent's 
appeal to the ‘authority’ he saw in the old King’s face, are 
significant. He belongs to Lear, body and soul, as a dog does 
to his master and god. The King is not to him old, wayward, 


unreasonable, piteous: he is still terrible, grand, the king of 


men. Through his eyes we see the Lear of Lear’s prime, whom 
Cordelia never saw. Kent never forgets this Lear. In the 
Storm-scenes, even after the King becomes insane, Kent never 
addresses him without the old terms of respect, ‘your grace’, 
‘my lord’, ‘sir’. How characteristic it is that in the scene ©! 
Lear’s recovery Kent speaks to him but once: it is when the 
King asks ‘Am I in France?’ and he answers ‘In your owD 
kingdom, sir’. 

In acting the part of a blunt and eccentric serving-man Kent 
retains much of his natural character, The eccentricity seems 
to be put on, but the plainness which gets him set in the stocks 
is but an exaggeration of his Plainness in the opening scene, 
and Shakespeare certainly meant him for one of those char- 
acters whom we love none the less for their defects. He is 
hot and rash; noble but far from skilful in his resistance to the 
King; he might well have chosen wiser words to gain his point. 
But, as he himself says, he has more man than wit about him. 
He shows this again when he rejoins Lear as a servant, for he 
at once brings the quarrel with Goneril to a head; and, later, 

"See 1, i. 142 ff. Kent speaks, not of the injustice of Lear's action, but 
of its ‘folly’, its ‘hideous rashness’. When the King exclaims ‘Kent, 09 
thy life, no more’, he answers: 

My life I never held but as a pawn 
‘we To wage against thy enemies, nor fear to lose it, 

Thy safety being the moti ve. \ ’ 
(The first Folio omits ʻa’, and in the next line reads ‘nere’ for ‘nor: 


Bete the first line should read “My life I ne'er held but as pawn tO 
ge’. 


e 
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by falling upon Oswald, whom he so detests that he cannot 
keep his hands off him, he provides Regan and Cornwall with 
a pretext for their inhospitality. One has not the heart to wish 
him different, but he illustrates the truth that to run one’s 
head unselfishly against a wall is not the best way to help 
one’s friends, 

One fact about Kent is often overlooked. He is an old 
man. He tells Lear that he is eight and forty, but it is clear 
that he is much older; not so old as his master, who was 
“four-score and upward’ and whom he ‘loved as his father’, 
but, one may suppose, three-score and upward. From the first 
scene we get this impression, and in the scene with Oswald it is 
repeatedly confirmed. His beard is grey. ‘Ancient ruffian’, 
‘old fellow’, ‘you stubborn ancient knave, you reverent brag- 
gart’? — these are some of the expressions applied to him. 
‘Sir,’ he says to Cornwall, ‘I am too old to learn.’ If his age 
is not remembered, we fail to realise the full beauty of his 
thoughtlessness of himself, his incessant care of the King, his 
light-hearted indifference to fortune or fate.! We lose also 
some of the naturalness and pathos of his feeling that his task 


is nearly done. Even at the end of the Fourth Act we find 
him saying, 


My point and period will be thoroughly wrought 
Or well or ill, as this day’s battle’s fought. 


His heart is ready to break when he falls with his strong arms 
about Edgar’s neck; bellows out as he’d burst heaven (how 
like him !); 
threw him on my father, 

Told the most piteous tale of Lear and him 

That ever ear received ; which in recounting 

His grief grew puissant, and the strings of life 

Began to crack. Twice then the trumpet sounded, 

And there I left him tranced; 


and a little after, when he enters, we hear the sound of death 
in his voice: 


* See n, ii. 162 to end. The light-heartedness disappears, of course, as 
"s misfortunes thicken. p 
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I am come F P l 
To bid my king and master aye goodnight. 


This desire possesses him wholly. When the bodies of Goneril 
and Regan are brought in he asks merely, ‘Alack, why. thus ? 

How can he care ? He is waiting for one thing alone. He can- 
not but yearn for recognition, cannot but beg for it even when 
Lear is bending over the body of Cordelia; and even in that 
scene of unmatched pathos we feel a sharp pang at his failure 
to receive it. It is of himself he is speaking, perhaps, when 
he murmurs, as his master dies, ‘Break, heart, I prithee, break ! 


He puts aside Albany’s invitation to take part in the govern- 
ment; his task is over: 


I have a journey, sir, shortly to go: 
a My master calls me; I must not say no. 


Kent in his devotion, his self-effacement, his cheerful 
stoicism, his desire to follow his dead lord, has been well 
likened to Horatio. But Horatio is not old; nor is he hot- f 
headed ; and though he is stoical he is also religious. Kent, aS 
compared with him and with Edgar, is not so. He has not 
Edgar’s ever-present faith in the “clearest gods’. He refers to | 
them, in fact, less often than to fortune or the stars. He lives 
mainly by the love in his own heart.1 


(The theatrical fool or clown (we need not distinguish them 
here) was a sore trial to the cultured poet and spectator 10 f 
Shakespeare’s day. He came down from the Morality plays 
and was beloved of the groundlings. His antics, his sonb / 
his dances, his jests, too often unclean, delighted them, ane l 
did something to make the drama, what the vulgar, poor oF 


? This difference, 


however, must not be pressed too far; nor must We ; 

take Kent's retort, k ý 

Now by Apollo, king, | 

Thou swear’st thy gods in vain, 

for a sign of disbelief.- He twice speaks of the gods in another manner 
ie k We vi. 5), and he was accustomed to think of Lear in his ‘ prayers 


a 
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rich, like it'to be, a variety entertainment. Even if he confined 
himself to what was set down for him, he often disturbed the 
dramatic unity of the piece; and the temptation to ‘gag’ was 
too strong for him to resist) Shakespeare makes Hamlet ob- 
ject to it in emphatic terms. The more learned critics and poets 
went further and would have abolished the fool altogether. 
His part declines as the drama advances, diminishing markedly 
at the end of the sixteenth century. Jonson and Massinger 
exclude him. Shakespeare used him—we know to what 
effect — as he used all the other popular elements of the drama; 
but he abstained from introducing him into the Roman 
plays, and there is no fool in the last of the pure tragedies, 
Macbeth. 
But(the Fool is one of Shakespeare’s triumphs in King Lear. 
{/ Imagine the tragedy without him, and you hardly know it. 
To remove him would spoil its harmony, as the harmony of a 
picture would be spoiled if one of the colours were extracted) 
One can almost imagine that Shakespeare, going home from 
an evening at the Mermaid, where he had listened to Jonson 
fulminating against fools in general and perhaps criticising 
the Clown in Twelfth Night in particular, had said to himself: 
“Come, my friends, I will show you once for all that the mis- 
chief is in you, and not in the fool or the audience. I will have 
a fool in the most tragic of my tragedies. He shall not play 
a little part. He shall keep from first to last the company in 
which you most object to see him, the company of a king. 
Instead of amusing the king’s idle hours, he shall stand by 
him in the very tempest and whirlwind of passion. Before I 
have done you shall confess, between laughter and tears, that 
he is of the very essence of life, that you have known him all 
your days though you never recognised him till now, and 
that you would as soon go without Hamlet as miss him.’ 
(The Fool in King Lear has been so favourite a subject with 
good critics that I will confine myself to one or two points on 


_ The ‘clown’ in Antony and Cle 
As a fool in Timon of Athens, 


| 4 
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which a difference of opinion is’possible. To suppose that the 
Fool is, like many a domestic fool at that time, a perfectly 
sane man pretending to be half-witted, is surely a most prosaic — 
blunder. There is no difficulty in imagining that, being slightly 
touched in the brain, and holding the office of fool, he per- 
forms the duties of his office intentionally as well as involun- 
tarily: it is evident that he-does so. But unless we suppose 
that he is touched in the brain we lose half the effect of his 
appearance in the Storm-scenes. The effect of those scenes 
(to state the matter as plainly as possible) depends largely 00 
the presence of three characters, and on the affinities and con- i 
trasts between them; on our perception that the differences OF — 
Station in King, Fool, and beggar-noble, are levelled by one — 
blast of calamity but also on our perception of the differences 
between these three in one respect, — viz. in regard to the 
~ peculiar affliction of insanity. The insanity of the King dife 
widely in its nature from that of the Fool, and that of the Foo! 
from that of the beggar) But the insanity of the King differs — 
from that of the beggar hot only in its nature, but also in the 
fact that one is real and the other simply a pretence. Are We 
to suppose then that the insanity of the third character, the 
Fool, is, in this respect, a mere repetition of that Ge. seconds 


the beggar, — that it too is mere pretence ? (To suppose 
this is not only to impoverish miserably the impression made 

by the trio as a whole, it is also to diminish the heroic an 
' Pathetic effect of the character of the Fool. For his herois™ 
consists largely in this, that his efforts to outjest his master's — 
injuries are the efforts i i 
= consistent „course of action, 


‘This is not the case with an i tion 
S other question, the questiOy — 
whether the Fool is a man or a boy. Here the evidence and the 

grounds for discussion are more tangible, (He is frequen y A 
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addressed as ‘boy’. This is not decisive; but Lear’s first words 
to him, ‘How now, my pretty knave, how dost thou ?’ are diffi- 
cult to reconcile with the idea of his being a man, and th use 
of this phrase on his first entrance may show Shakespeare’s 
desire to prevent any mistake on the point. As a boy, too, 
he would be more strongly contrasted in the Storm-scenes 
with Edgar as well as with Lear:)his faithfulness and courage 
would be even more heroic and touching; his devotion to 
Cordelia, and the consequent bitterness of some of his speeches 
to Lear, would be even more natural. Nor does he seem to 
show a knowledge of the world impossible to a quick-witted 
though not whole-witted lad who had lived at Court. The only 
serious obstacle to this view, I think, is the fact that he is 
not known to have been represented as a boy or youth till 

acready produced King Lear.+ 

But even if this obstacle were serious and the Fool were 
imagined as a grown man, we may still insist that he must 
also be imagined as a timid, delicate and frail being, who on 
that account and from the expression of his face has a boyish 
look.? He pines away when Cordelia goes to France. Though 
he takes great liberties with his master he is frightened by 
Goneril, and becomes quite silent when the quarrel rises high. 
In the terrible scene between Lear and his two daughters and 
Cornwall (11. iv. 129-289), he says not a word; we have almost 
forgotten his presence when, at the topmost pitch of passion, 
Lear suddenly turns to him from the hateful faces that en- | 
compass him: ‘ i x x 
You think Pll weep; e 
No, I’ll not weep :) i 
I have full cause of weeping; but this heart 4 
Shall break into a hundred thousand flaws eee 
Or ere I'll weep. O fool, I shall go mad. 


a [This is no obstacle. There could hardly be a stage tradition hostile 
to his youth, since he does not appear in Tate’s version, which alone was- 
acted during the century and a half before Macready’s production, I- : 
had forgotten this; and my memory must also have been at fault regard- 
ing an engraving to which I referred in the first edition, Both mistakes 
were pointed out by Mr. Archer.] j ze 


* In parts of what follows I am indebted to remarks b: Cowd c 
quoted by Furness on Liv. 91 by ea eS 
E 
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(From the beginning of the Storm-scenes, though he thinks 
of his master alone, we perceive from his words that the cold 
and rain are almost more than he can bear. His childishness 
comes home to us when he runs out of the hovel, terrified by 
the madman and crying out to the King ‘Help me, help me’, 
and the good Kent takes him by the hand and draws him to 
his side. A little later he exclaims, ‘This cold night will turn 
us all to fools and madmen “and almost from that point he 
leaves the King to Edgar, speaking on y once again in the 
remaining hundred lines of the scene. (In the shelter of the 
‘farm-house’ (11. vi.) he revives, and resumes his office of 
love; but I think that critic is tight who considers his last 
words significant. ‘We’ll go to supper i’ the morning’, says 


Lear; and the Fool answers, ‘And I'll go to bed at noon’, . 


as though he felt he had taken his death. When, a little later, 
the King is being carried away on a litter, the Fool sits idle. 
He is so benumbed and worn out that he scarcely notices what 
is going on. Kent has to rouse him with the words, 


Come, help to bear thy master, 
Thou must not stay behind. 


We know no more. For the famous exclamation ‘And my 
poor fool is hanged’ unquestionably refers to Cordelia; and 
even if it is intended to show a confused association in Lear’s 
mind between his child and the Fool who so loved her (as a 
very old man may confuse two of his children), still it tells 
us nothing of the Fool’s fate) It seems strange'indeed that 
Shakespeare should have left us thus in ignorance. But we 
haye seen that there are many marks of haste and carelessness 
in King Lear; and it may also be observed that, if the poet 
imagined the Fool dying on the way to Dover of the effects 


of that night upon the heath, he could perhaps convey this . 


idea to the audience by instructing the actor who took the 
part to show, as he left the stage for the last time, the recog- 


' nised tokens of approaching death.1 


Something has now been said of the four characters, Lear, 
Edgar, Kent and the Fool, who are together in the storm upon 
1 See also Note T. 
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the heath. I have made no attempt to analyse the whole effect 
of these scenes, but one remark may be added. These scenes, 
as we observed, suggest the idea of a convulsion in which 
Nature herself joins with the forces of evil in man to overpower 
the weak; and they are thus one of the main sources of the 
more terrible impressions produced by King Lear. But they 
have at the same time an effect of a totally different kind, 
because in them are exhibited also the strength and the beauty 
of Lear’s nature, and, in Kent and the Fool and Edgar, the 
ideal of faithful devoted love. Hence from the beginning to 
the end of these scenes we have, mingled with pain and awe 
and a sense of man’s infirmity, an equally strong feeling of his 
greatness; and this becomes at times even an exulting sense of 
the powerlessness of outward calamity or the malice of others 
against his soul. And this is one reason why imagination and 
emotion are never here pressed painfully inward, as in the 


scenes between Lear and his daughters, but are liberated and 
dilated. 


5 


(the character of Cordelia is not a masterpiece of invention 
or subtlety like that of Cleopatra; yet in its own way it is a 
creation as wonderful. Cordelia appears in only four of the 
twenty-six scenes of King Lear; she speaks Æ it is hard to 
believe it — scarcely more than a hundred lines :)and yet no 
character in Shakespeare is more absolutely individual or 
more ineffaceably stamped on the memory of his readers, 
There is a harmony, strange but perhaps the result of intention, 
between the character itself and this reserved or parsimonious © 
method of depicting it. An expressiveness almost inexhaustib! le 
gained through paucity of expression; the suggestion of infinite 
wealth and beauty conveyed by the very refusal to reveal this 
beauty in expansive speech — this is at once the nature of 
Cordelia herself and the chief characteristic of Shakespeare’s 
art in representing it. Perhaps it is not fanciful to find a 
Parallel in his drawing of a person very different, Hamlet, 
It was natural to Hamlet to examine himself minutely, to 
discuss himself at large, and yet to remain a mystery to him- 
Self; and Shakespeare’s method of drawing the character 
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answers to it; it is extremely detailed and searching, and yet 
its effect is to enhance the sense of mystery. The results in 
the two cases differ correspondingly. No one hesitates to 
enlarge upon Hamlet, who speaks of himself so much; but to 
use many words about Cordelia seems to be a kind of impiety. 

I am obliged to speak of her chiefly because the devotion 
she inspires almost inevitably obscures her part in the tragedy. 
This devotion is composed, so to speak, of two contrary 
elements, reverence and pity. The first, because Cordelia’s 
is a higher nature than that of most even of Shakespeare’s 
heroines. With the tenderness of Viola or Desdemona she 
unites something of the resolution, power, and dignity of 
Hermione, and reminds us sometimes of Helena, sometimes 
of Isabella, though she has none of the traits which prevent 
Isabella from winning our hearts. Her assertion of truth 
and right, her allegiance to them, even the touch of severity 
that accompanies it, instead of compelling mere respect 
or admiration, become adorable in a nature so loving as Cor- 
delia’s. She is a thing enskyed and sainted, and yet we feel 
no incongruity in the love of the King of France for her as 
we do in the love of the Duke for Isabella. 

But with this reverence or worship is combined in the reader’s 
mind a passion of championship, of pity, even of protecting 
pity. She is so deeply wronged, and she appears, for all her 
strength, so defenceless. We think of her as unable to speak 
for herself. We think of her as quite young, and as slight and 
small. ‘Her voice was ever soft, gentle, and low’; ever so, 
whether the tone was that of resolution, or rebuke, or love.? Of 
all Shakespeare’s heroines she knew least of joy. She grew 
up with Goneril and Regan for sisters. Even her love for her 
father must have been mingled with pain and anxiety. She 


** Our last and least’ (according to the Folio readin Lear speaks 

. + , . i, peas 

again of ‘this little seeming substance’. He can carry on dead body in 
Tms. 


* Perhaps then the ‘low sound’ is not merel ical in Kent’s 
speech in 1. i. 153 f.: ely metaphorical i 


answer my life my judgment, 
7 Thy youngest daughter does not love thee Íeast; 


Nor are those empty-hearted whose low sound 
Reverbs no hollowness. 
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must early have learned to school and repress emotion. She 
never knew the bliss of young love: there is no trace of such 
love for the King of France. She had knowingly to wound 
most deeply the being dearest to her. He cast her off; and, 
after suffering an agony for him, and before she could see him 
safe in death, she was brutally murdered. We have to thank 
the poet for passing lightly over the circumstances of her 
death. We do not think of them. Her image comes before us 
calm and bright and still. 

The memory of Cordelia thus becomes detached in a manner 
from the action of the drama. The reader refuses to admit 
into it any idea of imperfection, and is outraged when any 
share in her father’s sufferings is attributed to the part she 
plays in the opening scene. Because she was deeply wronged 
he is ready to insist that she was wholly right. He refuses, 
that is, to take the tragic point of view, and, when it is taken, 
he imagines that Cordelia is being attacked, or is being de- 
clared to have ‘deserved’ all that befell her. But Shake- 
speare’s was the tragic point of view. He exhibits in the open- 
ing scene a situation tragic for Cordelia as well as for Lear. 
At a moment where terrible issues join, Fate makes on her the 
one demand which she is unable to meet. As I have already 
remarked in speaking of Desdemona, it was a demand which 
other heroines of Shakespeare could have met. Without loss 
of self-respect, and refusing even to appear to compete for a 
teward, they could have made the unreasonable old King 
feel that he was fondly loved. Cordelia cannot, because she is 
Cordelia. And so she is not merely rejected and banished, 
but her father is left to the mercies of her sisters. And the 
cause of her failure — a failure a thousand-fold redeemed — 
1s a compound in which imperfection appears so intimately 
mingled with the noblest qualities that — if we are true to 
Shakespeare — we do not think either of justifying her or of 
blaming her : we feel simply the tragic emotions of fear and pity. 

In this failure’ a large part is played by that obvious char- 
acteristic to which I have already referred. Cordelia is not, 
indeed, always tongue-tied, as several passages in the drama, 
and even in this scene, clearly show. But tender emotion, and 
especially a tender love for the person to whom she has to 
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speak, makes her dumb. Her love, as she says, is more pon- 
derous than her tongue:? 


Unhappy that I am, I cannot heave 
wi My heart into my mouth. 


This expressive word ‘heave’ is repeated in the passage which 
describes her reception of Kent’s letter: 


Faith, once or twice she heaved the name of ‘Father’ 
Pantingly forth, as if it press’d her heart: 


two or three broken ejaculations escape her lips, and she ‘starts’ 
away ‘to deal with grief alone’. The same trait reappears 
with an ineffable beauty in the stifled repetitions with which 
she attempts to answer her father in the moment of his res- 
toration: 


Lear. Do not laugh at me; 
For, as I am a man, I think this lady 
To be my child Cordelia. 

Cor. And so I am, I am. 
Lear. Be your tears wet? yes, faith. I pray, weep not; 
If you have poison for me, I will drink it. 

I know you do not love me; for your sisters 
Have, as I so remember, done me wrong: 
You have some cause, they have not. 

Cor. No cause, no cause. 


We see this trait for the last time, marked by Shakespeare 
with a decision clearly intentional, in her inability to answer 
one syllable to the last words we hear her father speak to her: 


No, no, no, no! „Come, let’s away to prison: 
We two alone will sing like birds i’ the cage: 
When thou dost ask me blessing, I'll kneel down, 


+1. i. 80. ‘ More ponderous ’ is the reading of the Folios, ‘ more richer’ 
that of the Quartos. The latter is usually NA and Mr. Aldis Wright 
says more ponderous’ has the appearance of being a player’s correction 
to avoid a piece of imaginary. bad grammar. Does it not sound more like 
the author’s improvement of a phrase that he thought a little flat? And, 
apart from that, is it not significant that it expresses the same idea of 


weight that appears in the phrase ‘ i my 
mouth’? PP phrase ‘I cannot heave my heart into 


oe 
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And ask of thee forgiveness: so we'll live, 
And pray, and sing, and tell old tales, and laugh 
At gilded butterflies. . . . 


She stands and weeps, and goes out with him silent. And we 
see her alive no more. 

But (I am forced to dwell on the point, because I am sure 
to slur it over is to be false to Shakespeare) this dumbness of 
love was not the sole source of misunderstanding. If this 
had been all, even Lear could have seen the love in Cordelia’s 
eyes when, to his question ‘What can you say to draw a third 
More opulent than your sisters?’ she answered ‘Nothing’. 
But it did not shine there. She is not merely silent, nor does 
she merely answer ‘Nothing’. She tells him that she loves 
him ‘according to her bond, nor more nor less’; and his 
answer, 

How now, Cordelia! mend your speech a little, 
Lest it may mar your fortunes, 


So intensifies her horror at the hypocrisy of her sisters that 
she replies, 


Good my lord, 
You have begot me, bred me, loved me: I 
Return those duties back as are right fit, 
Obey you, love you, and most honour you. 
Why have my sisters husbands, if they say 
They love you all? Haply, when I shall wed, 
That lord whose hand must take my plight shall carry 
Half my love with him, half my care and duty: 
Sure, I shall never marry like my sisters, 
To love my father all. 


What words for the ear of an old father, unreasonable, des- 

Potic, but fondly loving, indecent in his own expressions of 

Preference, and blind to the indecency of his appeal for pro- 

testations of fondness! Blank astonishment, anger, wounded 

love, contend within him; but for the moment he restrains 
mself and asks, 


But goes thy heart with this? 


. 
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Imagine Imogen’s reply ! But Cordelia answers, 


Ay, good my lord. 
Lear. So young, and so untender? 
Cor. So young, my lord, and true. 


Yes, ‘heavenly true’. But truth is not the only good in the 
world, nor is the obligation to tell-truth the only obligation. 
The matter here was to keep it inviolate, but also to preserve 
a father. And even if truth were the one and only obligation, 
to tell much less than truth is not to tell it. And Cordelia’s 
speech not only tells much less than truth about her love, it 
actually perverts the truth when it implies that to give love to 
a husband is to take it from a father. There surely never was 
a more unhappy speech. 

When Isabella goes to plead with Angelo for her brother’s 
life, her horror of her brother’s sin is so intense, and her 
perception of the justice of Angelo’s reasons for refusing her 
is so clear and keen, that she is ready to abandon her appeal 
before it is well begun; she would actually do so but that the 
warm-hearted profligate Lucio reproaches her for her cold- 


ness and urges her on. Cordelia’s hatred of hypocrisy and of 


the faintest appearance of mercenary professions reminds us 
of Isabella’s hatred of impurity; but Cordelia’s position is 
infinitely more difficult, and on the other hand there is mingled 


with her hatred a touch of personal antagonism and of pride. 
Lear’s words, 


Let pride, which she calls plainness, marry her!* 


are monstrously unjust, but they contain one grain of truth; 
and indeed it was scarcely possible that a nature so strong 
as Cordelia’s, and with so keen a sense of dignity, should 
feel here nothing whatever of pride and resentment. This 
side of her character is emphatically shown in her language 
to her sisters in the first scene — language perfectly just, but 
little adapted to soften their hearts towards their father — an 

again in the very last words we hear her speak. She and her 


Cf. Cornwall’s satirical remarks on Kent's ‘ plainness’ in u. ii. 101 ff., — 


a plainness which did no service to Kent’s master. (As a matter of fact, _ 


Cordelia had said nothing about ‘plainness”.) 
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father are brought in, prisoners, to the enemy’s camp; but 
she sees only Edmund, not those ‘greater’ ones on whose 
Pleasure hangs her father’s fate and her own. For her own 
She is little concerned; she knows how to meet adversity: 


For thee, oppressed king, am I cast down; 
Myself could else out-frown false fortune’s frown. 


Yes, that is how she would meet fortune, frowning it down, 
pon as Goneril would have met it; nor, if her father had 
bane already dead, would there have been any great impro- 
maily in the false story that was to be told of her death, 
a at, like Goneril, she *fordid herself’. Then, after those 
ustere words about fortune, she suddenly asks, 


Shall we not see these daughters and these sisters? 


Strange last words for us to hear from a being so worshipped 
and beloved; but how characteristic! Their tone is TD 
aes I doubt if she could have brought herself to plead 
es her sisters for her father’s life; and if she had attempte! 

t © task, she would have performed it but ill. Nor is our feeling 
ae her altered one whit by that. But what is true of Kent 
an the fool? is, in its measure, true of her. Any one of them 
ante ld gladly have died a hundred deaths to help King Lear; 
alli they do help his soul; but they harm his cause. They ar 

involved in tragedy. 


ay does Cordelia die? I suppose no reader ever ines 
pain, that question, and to ask it with something mor’ = 
dism; — to ask it, if only for a moment, in bewilderment i 
are ay, and even perhaps in tones of protest. These fee ing 
an. Probably evoked more strongly here than at the death 0 
aes Notable character in Shakespeare; and it ney 
Teco à wilful paradox to assert that the slightest elemen ct 
seem, ciliation is mingled with them or succeeds them. 4° i 
tho S to me indubitable that such an element 1s present, 

ugh difficult to make out with certainty what it is or whence 


* Who, like Kent, hastens on the quarrel with Goneril. 
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it proceeds. And I will try to make this out, and to state it 
methodically. P 

(a) It is not due in any perceptible degree to the fact, which 
we have just been examining, that Cordelia through her tragic 
imperfection contributes something to the conflict and catas- 
trophe; and I drew attention to that imperfection without any 
view to our present problem. The critics who emphasise it at 
this point in the drama are surely untrue to Shakespeare's 
mind; and still more completely astray are those who lay 
stress on the idea that Cordelia in bringing a foreign army to 
help her father was guilty of treason to her country. When she 
dies we regard her, practically speaking, simply as we regard 
Ophelia or Desdemona, as an innocent victim swept away in 
the convulsion caused by the error or guilt of others. 

(b) Now this destruction of the good through the evil of 
others is one of the tragic facts of life, and no one can object 
to the use of it, within certain limits, in tragic art. And, 
further, those who because of it declaim against the nature of 
things, declaim without thinking. It is obviously the other 
side of the fact that the effects of good spread far and wide 
beyond the doer of good; and we should ask ourselves whether 
we really could wish (supposing it conceivable) to see this 
double-sided fact abolished. Nevertheless the touch of re- 
Conciliation that we feel in contemplating the death of Cordelia 
is not due, or is due only in some slight degree, to a perception 
that the event is true to life, admissible in tragedy, and a case 
of a law which we cannot seriously desire to see abrogated. 

(c) What then is this feeling, and whence does it come? 
I believe that we shall find that it is a feeling not confined to 
King Lear, but Present at the close of other tragedies; and that 
the reason why it has an exceptional tone or force at the close 
of King Lear, lies in that very peculiarity of the close which 
also — at least for the moment — excites bewilderment, dis- 
tay; or protest. The feeling I mean is the impression that 
the heroic being, though in one sense and outwardly he has ~ 
failed, is yet in another sense superior to the world in which 
he appears; is, in some way which we do not seek to define, 
untouched by the doom that overtakes him; and is rather 
set free from life than deprived of it. Some such feeling aS 
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this — some feeling which, from this description of it, may 
be recognised as their own even by those who would dissent 
from the description — we surely have in various degrees 
at the deaths of Hamlet and Othello and Lear, and of Antony 
and Cleopatra and Coriolanus.! It accompanies the more 
prominent tragic impressions, and, regarded alone, could 
hardly be called tragic. For it seems to imply (though we 
are probably quite unconscious of the implication) an idea 
which, if developed, would transform the tragic view of things. 
It Implies that the tragic world, if taken as it is presented, with 
all its error, guilt, failure, woe and waste, is no final reality, 
but only a part of reality taken for the whole, and, when so 
taken, illusive; and that if we could see the whole, and the 


tragic facts in their true place in it, we should find them, not 


abolished, of course, but so transmuted that they had ceased 
to be strictly tragic, — find, perhaps, the suffering and death 
Counting for little or nothing, the greatness of the soul for 
much or all, and the heroic spirit, in spite of failure, nearer to 
the heart of things than the smaller, more circumspect, and 
Perhaps even ‘better’ beings who survived the catastrophe. 
The feeling which I have tried to describe, as accompanying 
the more obvious tragic emotions at the deaths of heroes, 
Corresponds with some such idea as this.* $ 

Now this feeling is evoked with a quite exceptional strength 
by the death of Cordelia.® It is not due to the perception that 


_ She, like Lear, has attained through suffering; we know that 


she had suffered and attained in his days of prosperity. It is 
Simply the feeling that what happens to such a being does 


*I do not wish to complicate the discussion by examining the differ- 
ences, in degree or hetia in the various cases, or by ance 
aa ee Qualifications; and therefore I do not add the names of Mac! 

ly Macbeth. m 

*It follows from the above that, if this idea were made explicit and 
accompanied our reading of a tragedy throughout, it would confuse or 
even destroy the tragic impression. So would the constant presence o! 
Christian beliefs. The reader most attached to these beliefs holds them 
a temporary suspension while he is immersed in a Shakespearean tragedy. 
Such tragedy assumes that the world, as it is presented, is the truth, though 
it also provokes feelings which imply that this world is not the whole 
truth, and therefore not the truth. =; i 

Though Cordelia, of course, does not occupy the position of the hero. 
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not matter; all that matters is what she is. How this can be 
when, for anything the tragedy tells us, she has ceased to exist, 
we do not ask; but the tragedy itself makes us feel that some- 
how it is so. And the force with which this impression is 
conveyed depends largely on the very fact which excites our 
bewilderment and protest, that her death, following on the 
deaths of all the evil characters, and brought about by an un- 
explained delay in Edmund’s effort to save her, comes on us, 
not as an inevitable conclusion to the sequence of events, but 
as the sudden stroke of mere fate or chance. The force of the 
impression, that is to say, depends on the very violence of 
the contrast between the outward and the inward, Cordelia’s 
death and Cordelia’s soul. The more unmotived, unmerited, 
senseless, monstrous, her fate, the more do we feel that it 
does not concern her. The extremity of the disproportion 
between prosperity and goodness first shocks us, and then 
flashes on us the conviction that our whole attitude in asking 
or expecting that goodness should be prosperous is wrong; 
that, if only we could see things as they are, we should see 
that the outward is nothing and the inward is all. 

And some such thought as this (which, to bring it clearly 
out, I have stated, and still state, in a form both exaggerated 
and much too explicit) is really present through the whole 
play. Whether Shakespeare knew it or not, it is present. I 
might almost say that the ‘moral’ of King Lear is presented 
in the irony of this collocation: 

Albany. The gods defend her! 
Enter Lear with Cordelia dead in his arms. 


worse; it is not on them, but on the renunciation of them, that 
the gods throw incense. They breed lust, pride, hardness of 
heart, the insolence of Office, cruelty, scorn, hypocrisy, con- 
tention, war, murder, self-destruction. The whole story beats 
this indictment of Prosperity into the brain. Lear’s great 
Speeches in his madness proclaim it like the curses of Timon 
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on life and man. But here, as in Timon, the poor and humble 
are, almost without exception, sound and sweet at heart, 
faithful and pitiful.1 And here adversity, to the blessed in spirit, 
is blessed. It wins fragrance from the crushed flower. It melts 
in aged hearts sympathies, which prosperity had frozen. It 
Purges the soul’s sight by blinding that of the eyes.” Through- 
Out that stupendous Third Act the good are seen growing 
better through suffering, and the bad worse through success. 

he warm castle is a room in hell, the storm-swept heath a 
sanctuary. The judgment of this world is a lie; its goods, which 
We covet, corrupt us; its ills, which break our bodies, set our 
souls free; 


Our means secure us, and our mere defects 
Prove our commodities. 


Let us renounce the world, hate it, and lose it gladly.. ME 
only real thing in it is the soul, with its courage, patience, 


evotion. And nothing outward can touch that. 
__ This, if we like to use the word, is Shakespeare's “pessimist! 
in King Lear, As we have seen, it is not by any means ne 
whole spirit of the tragedy, which presents the world as a 


place wh ide by side with evil, where 
ere heavenly good grows si es all that survives 


extreme evil cannot long endure, an 

the storm is good, if ROPERT But still this strain of though, 
R Which the world appears as the kingdom of evil and t aa 
Ore worthless, is in the tragedy, and may well be the recor 


ie ter 
E.g. in King Lea and the old man who succours Gloster 
and brings to the ares eee tie best ’parel that he has, come oni 
what will’, ie. whatever vengeance Regan can inflict. Cr. the Sev 
and the Servants in Timon. Cf. there also (v. i. 23), ‘Promising is Te Mi 
air o’ the time . . . performance is ever the duller for his ach ee ance 
He the Plainer and simpler kind of people, the deed of saying [per o ect, 
th Promises] is quite out of use.’ Shakespeare's feeling on he ae 
thoes apparently specially keen at this time of his life, is muc! orrtha 

Toughout (cf. Adam in As You Like It). He has no respe oct and 
Plainer and simpler kind of people as politicians, but a great respi 
pts fo an hearts. 

umbled when I saw,’ says Gloster. z 

* Our advantages give us a blind tonfidence in our security. Cf. Timon, 

x 2 


we 8 aye 
Alc. have heard in some sort of thy miseries. 
Tim. Thou saw’st them when I had prosperity. 
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of many hours of exasperated feeling and troubled brooding. 
Pursued further and allowed to dominate, it would doten 
the tragedy; for it is necessary to tragedy that we should a 
that suffering and death do matter greatly, and that happin 
and life are not to be renounced as worthless. Pursued further, 
again, it leads to the idea that the world, in that obvious appas 
ance of it which tragedy cannot dissolve without dissolvi g 
itself, is illusive. And its tendency towards this idea is maA 
able in King Lear, in the shape of the notion that this oe 
world’ is transitory, or ‘will wear out to nought’ like the li 
world called ‘man’ (1v. vi. 137), or that humanity will deste 
itself.* In later days, in the drama that was probably Shae 
speare’s last complete work, the Tempest, this notion of 5 
transitoriness of things appears, side by side with the simp a 
feeling that man’s life is an illusion or dream, in some of th 
most famous lines he ever wrote: 


Our revels now are ended. These our actors, 
As I foretold you, were all spirits and 
Are melted into air, into thin air: 
And, like the baseless fabric of this vision, 
The cloud-capp’d towers, the gorgeous palaces, 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolve 
And, like this insubstantial pageant faded, 
Leave not a rack behind. We are such stuff 
As dreams are made on, and our little life 
Is rounded with a sleep. 
These lines, 
one; but, in 


been floating in Shakespeare's M his 
en Lear enters with Cordelia’s body, “IS fie 


tribulations which we ion 
not mean, of course, that the ‘predi tion’ ii. 119 is the predictio 
betfouadtia OREO Rik Tae ction’ of 1. ii. 119 is p! y 


j 
gar’s answer, ‘Or image of that horror?’, ‘the | 
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The sudden emergence of the thought expressed in them has a 
Specific and most significant cause; and as I have not seen 
it remarked I will point it out. 

Prospero, by means of his spirits, has been exhibiting to 
Ferdinand and Miranda a masque in which goddesses appear, 
and which is so majestic and harmonious that to the young 
man, standing beside such a father and such a wife, the 
Place seems Paradise, — as perhaps the world once seemed 
to Shakespeare. Then, at the bidding of Iris, there begins a 
dance of Nymphs with Reapers, sunburnt, weary of their 
August labour, but now in their holiday garb. But, as this is 
nearing its end, Prospero ‘starts suddenly, and speaks’; and 
the visions vanish. And what he ‘speaks’ is shown in these 

es, which introduce the famous passage just quoted: 


Pros. [Aside] I had forgot that foul conspiracy 

Of the beast Caliban and his confederates 

Against my life: the minute of their plot 

Is almost come. [To the Spirits.] Well done! avoid; no more. 
Fer. This is strange; your father’s in some passion 
at works him strongly. 

Sine, Never till this day 

aw I him touch’d with anger so distemper’d. 

Pros. You do look, my son, in a moved sort, 


As if you were dismay’d: be cheerful, sir. 
ur revels. |., 


And then, after the famous lines, follow these: 


: Sir, I am vex’d: 
Bear with my weakness; my old brain is troubled; 
Be not disturb’d with my infirmity ; 

you be pleased, retire into my cell 
And there repose: a turn or two PIl walk, 
To still my beating mind. 


ene seem to see here the whole mind of Shakespeare in his 
S ; years. That which provokes in Prospero first a ‘passion’ 
thou: a and, a moment later, that melancholy and mystical 

ght that the great world must perish utterly and that man 
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is but a dream, is the sudden recollection of gross and appar- 
ently incurable evil in the ‘monster? whom he had tried F 
vain to raise and soften, and in the monster’s human confed- 
erates. It is this, which is but the repetition of his carlin 
experience of treachery and ingratitude, that troubles his oli 


brain, makes-his mind ‘beat’, and forces on him the sense of 


unreality and evanescence in the world and the life that an 
haunted by such evil. Nor, though Prospero can spare aa 
forgive, is there any sign to the end that he believed the evi 
curable either in the monster, the ‘born devil’, or in the more 
monstrous villains, the ‘worse than devils’, whom he so sternly 
dismisses. But he has learned patience, has come to regard 
his anger and loathing as a weakness or infirmity, and woul 

not have it disturb the young and innocent. And so, in the 
days of King Lear, it was chiefly the power of monstiong 
and apparently cureless evil in the ‘great world’ that fille 

Shakespeare’s soul with horror, and perhaps forced him some- 
times to yield to the infirmity of misanthropy and despair, tO 
cry “No, no, no life’, and to take refuge in the thought that 
this fitful fever is a dream that must soon fade into a dreama 
sleep; until, to free himself from the perilous stuff that weighec 
upon his heart, he summoned to his aid his ‘so potent art’, 
and wrought this stuff into the stormy music of his greatest 
poem, which seems to cry, 


You heavens, give me that patience, patience I need, 


and, like the Tempest, seems to preach to us from end to end, 
“Thou must be patient’, ‘Bear free and patient thoughts’. 
1 Cf. Hamlet, m. i. 181: 


This something-settled matter in his heart, 


ereon his brains still beating puts him thus 
From fashion of himself. 


*I believe the criticism of King Lear which has influenced me most iS 
that in Prof. Dowden’s Shakspere, his Mind and Art (though, when I wrote 
my lectures, I had not read that criticism for many years); and I am gla 
that this acknowledgment gives me the opportunity of repeating in prin! 
an opinion which I have often expressed to students, that anyone entering 
and unable or unwilling to read muc! 


on the study of Shakespeare, 
criticism, would do best to take Prof. Dowden for his guide. 


LECTURE IX 
MACBETH 


Macbeth, it is probable, was the last-written of the four great 
tragedies, and immediately preceded Antony and Cleopatra. 
In that play Shakespeare’s final style appears for the first time 
completely formed, and the transition to this style is much 
more decidedly visible in Macbeth than in King Lear. Yet 
in certain respects Macbeth recalls Hamlet rather than Othello 
or King Lear. In the heroes of both plays\the passage from 
thought to a critical resolution and action is difficult, and 
excites the keenest interest. In neither play, as in Othello 
and King Lear, is painful pathos one of the main effects. Evil, 
again, though it shows in Macbeth a prodigious energy, is not 
the icy or stony inhumanity of Iago or Goneril; and, as in 
Hamlet, it is pursued by remorse. Finally, Shakespeare no » 
longer restricts the action to purely human agencies, as in the | 
two preceding tragedies; portents once more fill the heavens, 
ghosts rise from their graves, an unearthly light flickers about 
the head of the doomed man. The special popularity of Hamlet ` 
and Macbeth is due in part to some of these common char- 
acteristics, notably to the‘faScination of the supernaturalj-tle 
absence of the spectacle of extreme undeserved suffering,\the 
absence of characters which horrify and repel and yet are 
destitute of grandeur.™ The reader who looks unwillingly at 
Iago gazes at Lady Macbeth in awe, because though she is 
dreadful she is also sublime. “Phe whole tragedy is sublime. 
lin this, however, and in other respects, Macbeth makes an 
Impression quite different from that of Hamlet. The dimen- 
sions of the principal characters, the rate of movement in the 
action, the supernatural effect, the style, the versification, are 
all hanged panid they are all changed in much the same 
manner, many parts of Macbeth there is in eaae be 
a Peculiar compression, pregnancy, energy, even violence; the — 
harmonious grace and even flow, often conspicuous in Hamlet, 
1See note BB. n 
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have almost disappeared. -The chief characters, built ona scale 
at least as large as that of Othello, seem to attain at times an 
almost superhuman stature. ‘The diction has in places a huge 
and rugged grandeur, which degenerates here and there into 
tumidity. The solemn majesty of the royal Ghost in Hamlet, 
appearing in armour and standing silent in the moonlight, 
is exchanged for shapes of horror, dimly seen in the murky 
air or revealed by the glare of the caldron fire in a dark 
cavern, or for the ghastly face of Banquo badged with blood 
and staring with blank eyes. The other three tragedies all 
open with conversations which lead into the action: here the 
action bursts into wild life amidst the sounds of a thunder- 
storm and the echoes of a distant battle. >It hurries through 
seven very brief scenes of mounting suspense to a terrible 
crisis, which is reached, in the murder of Duncan, at the 
beginning of the Second Act.*Pausing a moment and changing 
its shape, it hastes again with scarcely diminished speed to 
fresh horrors. And even when the speed of the outward 
action is slackened, the same effect is continued in another 
form: we are shown a soul tortured by an agony which admits 
not a moment's repose, and rushing in frenzy towards its 
doom. » Macbeth is very much shorter than the other three 
tragedies, but our experience in traversing it is so crowde 
and intense that it leaves an impression not of brevity but of 
speed. “Itis the most vehement, the most concentrated, perhaps 
we may say the most tremendous, of the tragedies. 


1 g 

sA Shakespearean tragedy, as a rule, has a special tone of 
atmosphere of its own, quite‘perceptible, however difficult to 
describe. “The effect of this atmosphere is marked with unusua 
strength in Macbeth. It is due to a variety of influences which 
combine with those just noticed, so that, acting and reacting 
they form a whole; and the desolation of the blasted heath, 
the design of the Witches, the guilt in the hero’s soul, the 
darkness of the night, seem to emanate from one and the same 
source. This effect is strengthened by a multitude of small 
touches, which at the moment may be little noticed but s 
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leave their mark on the imagination. We may approach the 
consideration of the characters and the action by distinguishing 
some of the ingredients of this general effect. 

Darkness, we may even say blackness, broods over this 
tragedy. It is remarkable that almost all the scenes which at 
once recur to memory take place either at night or in some 
dark spot. The vision of the dagger, the murder of Duncan, 
the murder of Banquo, the sleep-walking of Lady Macbeth, 
all come in night-scenes. The Witches dance in the thick air 
of a storm, or, ‘black and midnight hags’, receive Macbeth 
in a cavern. The blackness of night is to the hero a thing of 
fear, even of horror; and that which he feels becomes the spirit 
of the play. The faint glimmerings of the western sky at twi- 
light are here menacing: it is the hour when the traveller hastens 
to reach safety in his inn and when Banquo rides homeward 
to meet his assassins; the hour when ‘light thickens’, when 
night’s black agents to their prey do rouse’, when the wolf 
begins to howl, and the owl to scream, and withered murder 
Steals forth to his work. Macbeth bids the stars hide their 
fires that his ‘black’ desires may be concealed; Lady Macbeth 
calls on thick night to come, palled in the dunnest smoke of 
hell. The moon is down and no stars shine when Banquo, 
dreading the dreams of the coming night, goes unwillingly to 

ed, and leaves Macbeth to wait for the summons of the little 
bell. , When the next day should dawn, its light is ‘strangled’, 
pad darkness does the face of earth entomb’. In the whole 
bares the sun seems to shine only twice; first, in the beautiful 

ut ironical passage where Duncan sees the swallows flitting 
els the castle of death; and, afterwards, when at the close 
the avenging army gathers to rid the earth of its shame. Of 
eat many slighter touches which deepen this effect I notice 
be y one. The failure of nature in Lady Macbeth is marked by 
her fear of darkness; ‘she has light by her continually’. And 
ae One phrase of fear that escapes her lips even in sleep, 
1t is of the darkness of the place of torment that she speaks.? 


Le e 
re HEN is murky’ (v. i. 35). This, surely, is not meant for a scornful 
Petition of something said long ago by Macbeth. He would hardly in 
‘Ose days have used an argument or expressed a fear that could provoke 
nothing but contempt. 
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cheeks of Macbeth; of the flames beneath the boiling caldron 
in the cavern rose; of the taper 


r and Gentlewoman the vasted 
faco and blank eyes of Lady Macbeth. And, above all, the 


d. It cannot be an accident that 


smoked with bloody execution’, ‘ 
his enemy, and ‘unseam’d him fro: 
And then he tells of a second bat 
batants seem 


What metaphors! What a dread: 


: e green ocean red; of Lady 
Macbeth, gazing at hers, and Stretching it away from her 
face to escape the smell of bl 
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Arabia will not subdue ! The most horrible lines in the whole 
tragedy are those of her shuddering cry, ‘Yet who would have 
thought the old man to have had so much blood in him ?’ And 
it is not only at such moments that these images occur. Even 
in the quiet conversation of Malcolm and Macduff, Macbeth 
is imagined as holding a bloody sceptre, and Scotland as a 
country bleeding and receiving every day a new gash added to 
her wounds. It is as if the poet saw the whole story through an 
ensanguined mist, and as if it stained the very blackness of the 
night. When Macbeth, before Banquo’s murder, invokes night 
to scarf up the tender eye of pitiful day, and to tear in pieces 
the great bond that keeps him pale, even the invisible hand 
that is to tear the bond is imagined as covered with blood. 

Let us observe another point. The vividness, magnitude, 
and violence of the imagery in some of these passages are 
characteristic of Macbeth almost throughout; and their in- 
fluence contributes to form its atmosphere. Images like those 
of the babe torn smiling from the breast and dashed to death ; 
of pouring the sweet milk of concord into hell; of the earth 
shaking in fever; of the frame of things disjointed ; of sorrows 
striking heaven on the face, so that it resounds and yells out 
like syllables of dolour; of the mind lying in restless ecstasy 
on a rack; of the mind full of scorpions; of the tale told by 
an idiot, full of sound and fury; — all keep the imagination 
Moving on a ‘wild and violent sea’, while it is scarcely for a 
moment permitted to dwell on thoughts of peace and beauty. 
In its language, as in its action, the drama is full of tumult 
and storm. Whenever the Witches are present we see and hear 
a thunder-storm: when they are absent we hear of ship- 
wrecking storms and direful thunders; of tempests that blow 
down trees and churches, castles, palaces and pyramids ; of the 
frightful hurricane of the night when Duncan was murdered ; 
of the blast on which pity rides like a new-born babe, or on 
which Heaven’s cherubim are horsed. There Js thus some- 
thing magnificently appropriate in the cry Blow, wind ! 
Come, wrack !’ with which Macbeth, turning from the sight 
of the moving wood of Birnam, bursts from his castle. He was 
borne to his throne on a whirlwind, and the fate he goes to 
Meet comes on the wings of storm. 
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Now all these agencies — darkness, the lights and colours 
that illuminate it, the storm that rushes through it, the violent 
and gigantic images — conspire with the appearances of the 
Witches and the Ghost to awaken horror, and in some degree 
also a supernatural dread. And to this effect other influences 
contribute. The pictures called up by the mere words of the 
Witches stir the same feelings, — those, for example, of the 
spell-bound sailor driven tempest-tost for nine times nine 
weary weeks, and never visited by sleep night or day; of the 
drop of poisonous foam that forms on the moon, and, falling 
to earth, is collected for pernicious ends; of the sweltering 
venom of the toad, the finger of the babe killed at its birth 
by its own mother, the tricklings from the murderer’s gibbet. 
In Nature, again, something is felt to be at work, sympathetic 


- with human-guilt and supernatural malice. She labours with 
portents. 


Lamentings heard in the air, strange screams of death, 
And prophesying with accents terrible, 


but no light with it. Common si 
of crickets, the croak of the raven, the light thic 


J t gions of man’s being, on 
phenomena which make it seem that he is in the power of 


secret forces lurking below, and independent of his con- 
such as the relapse of Macbeth from 


à sound of a voic ied ‘Slee 
no more’ and would not be ine eied A 


1 9) Fy R . e . . 
a hehar Banquo’s ghost is a mere illusion, like the dagger, is discussed 
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other, and constant, allusions to sleep, man’s strange half- 
conscious life; to the misery of its withholding; to the terrible 
dreams of remorse; to the cursed thoughts from which Ban- 
quo is free by day, but which tempt him in his sleep: and 
again to abnormal disturbances of sleep; in the two men, of 
whom one during the murder of Duncan laughed in his sleep, 
and the other raised a cry of murder; an in Lady Macbeth, 
who rises to re-enact in somnambulism™those scenes the 
memory of which is pushing her on to madness or miade 
All this has one effect, to excite supernatural alarm and, eve 
more, a dread of the presence of evil not only in its recognised 
seat but all through and around our mysterious nature. Per- 
haps there is no other work equal to Macbeth in the production 
of this effect.+ 

_It is enhanced — to take a last point — by the use of a 
literary expedient. Not even in Richard III, which in this, as 
in other respects, has resemblances to Macbeth, is there so 
much of Irony. I do not refer to irony in the ordinary sense; 
to speeches, for example, where the speaker is intentionally 
ironical, like that of Lennox in m. vi. I refer to irony on the 
part of the author himself, to ironical juxtapositions of persons 
and events, and especially to the “Sophoclean irony’ by which 
a speaker is made to use words bearing to the audience, in 
addition to his own meaning, a further and ominous sense, 
hidden from himself and, usually, from the other persons on 
the stage. The very first words uttered by Macbeth, 


So foul and fair a day I have not seen, 


are an example to which attention has often been drawn ; for 
they startle the reader by recalling the words of the Witches 
in the first scene, , 

Fair is foul, and foul is fair. 


When Macbeth, emerging from his murderous reverie, turns 
to the nobles saying, ‘Let us toward the King’, his words are 
innocent, but to the reader have a double meaning. Duncan’s 
comment on the treachery of Cawdor, 

*In parts of this paragraph I am indebted to Hunter's Illustrations 
of Shakespeare. 
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There’s no art 
To find the mind’s construction in the face: 
He was a gentleman on whom I built 
An absolute trust, 


is interrupted’ by the entrance of the traitor Macbeth, who 
is greeted with effusive gratitude and a like “absolute trust’. 
I have already referred to the ironical effect of the beautiful 
lines in which Duncan and Banquo describe the castle they are 
about to enter. To the reader Lady Macbeth’s light words, 


A little water clears us of this deed: 
How easy is it then, 


summon up the picture of the sleep-walking scene. The idea 
of the Porter’s speech, in which he imagines himself the keeper 
of hell-gate, shows the same irony. So does the contrast 
between the obvious and the hidden m 
tions of the armed head, the bloody child, and the child with 
the tree in his hand. It would be easy to add further examples. 
Perhaps the most striking is the answer whic 
rides away, never to return alive, gives to Macbeth’s reminder, 
‘Fail not our feast’. 

keeps his promise. It cannot be by accident that Shakespeare 
so frequently in this play uses a devi i i 

excite the vague fear of hidde: 


2 <ailekes ya 
But of course he had for this 


> purpose an agency more potent 
than any yet considered. It would be almost an impertinence 
to attempt to describe anew the influence of the Witch-scenes 
on the imagination of the reader.? Nor do I believe that 


scenes, like the St 
of imagination, 
re 


. one a 
€ on spectators is, I believe, very inferior. These 
orm-scenes in King Lear, belong properly to the world 
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among different readers this influence differs greatly except in 
degree. But when critics begin to analyse the imaginative 
effect, and still more when, going behind it, they try to deter- 
mine the truth which lay for Shakespeare or lies for us in these 
creations, they too often offer us results which, either through 
Perversion or through inadequacy, fail to correspond with that 
effect. This happens in opposite ways. On the one hand the 
Witches, whose contribution to the ‘atmosphere’ of Macbeth 
can hardly be exaggerated, are credited with far too great an 
influence upon the action; sometimes they are described as 
goddesses, or even as fates, whom Macbeth is powerless to 
resist. And this is perversion. On the other hand, we are told 
that, great as is their influence on the action, it is so because 
they are merely symbolic representations of the unconscious 
or half-conscious guilt in Macbeth himself. And this is in- 
adequate.) The few remarks I have to make may take the 
form of a’criticism on these views. 

(1) As to the former, Shakespeare took, as material for his 
Purposes, the ideas about witch-craft that he found existing in 
People around him and in books like Reginald Scot’s Dis- 
covery (1584). And he used these ideas without changing their 
substance at all.\ He selected and improved, avoiding the 
merely ridiculous, dismissing (unlike Middleton) the sexually 
loathsome or stimulating, rehandling and heightening whatever 
could touch the imagination with fear, horror, and mysterious 
attraction. {The Witches, that is to say, are not goddesses, or 
fates, or, in any way whatever, supernatural beings.$ They are 
old women, poor and ragged, skinny and hideous, full of 
vulgar spite) occupied in killing their neighbours’ swine or 
revenging themselves on sailors’ wives who have refused them 
chestnuts. If Banquo considers their beards a proof that they 
are not women, that only shows his ignorance: Sir Hugh 
Evans would have known better.1 There is not a syllable in 
Macbeth to imply that they are anything but women.¢ But, 
again in accordance with the popular ideas, they have received 
from evil spirits certain supernatural powers hey can “raise 
haile, tempests, and hurtfull weather; as lightening, thunder, 
,_}* By yea and no, I think the ’oman is a witch indeed: I like not when a 
oman has a great peard ° (Merry Wives, tv. ii. 202). 
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etc.’ They can ‘passe from place to place in the aire invisible’. 
They can ‘keepe divels and spirits in the likenesse of todes and 
cats’, Paddock or Graymalkin. They can ‘transferre corne in 
the blade from one place to another’. They can ‘manifest 
unto others things hidden and lost, and foreshew things to 
come, and see them as though they were present’. The reader 
will apply these phrases and sentences at once to passages in 
Macbeth. They are all taken from Scot’s first chapter; where 
he is retailing the current superstitions of his time ;fand, in 
regard to the Witches, Shakespeare mentions scarcely anything, 
if anything, that was not to be found, of course in a more 
prosaic shape, either in Scot or in some other easily accessible 
authority.1 He read, to be sure, in Holinshed, his main source 
for the story of Macbeth, that, according to the common 
opinion, the ‘women’ who met Macbeth ‘were eyther the 
weird sisters, that is (as ye would say) y° Goddesses of destinee, 
or els some Nimphes or Feiries’. But what does that matter ? 
What he read in his authority was absolutely nothing to his 
audience, and remains nothing to us, unless he used what he 
tead. And he did not use this idea, He used nothing but the 
phrase ‘weird sisters’,2 which certainly no more suggested 
to a London audience the Parcae of one mythology or the 
Norns of another than it does to-day. His Witches owe all 
their power to the spirits ; they are ‘instruments of darkness’; 
the spirits are their ‘masters’ (Iv. i. 63). Fancy the fates having 
masters! Even if the passages where Hecate appears are 


1 Even the metaphor in the lines (u. iii. 127), 
What should be spoken here, where our fate, 
Hid in an auger-hole, may rush and seize us? 


was probably suggested by the words in Scot's first chapter, ‘ They can 
go in and out at awger-holes’, 


weird or weyrd, 


| 
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Shakespeare’s,! that will not help the Witches; for they are 
subject to Hecate, who is herself a goddess or superior devil, 
not a fate. 

Next, whileZthe influence of the Witches’ prophecies on 
Macbeth is very great, it is quite clearly shown to be an in- 
fluence and nothing more. There is no sign whatever in the 
play that Shakespeare meant the actions of Macbeth to be 
forced on him by an external power, whether that of the 
Witches, or of their ‘masters’, or of Hecate. It is needless 
therefore to insist that such a conception would be in con- 
tradiction with his whole tragic practice.) The prophecies of 
the Witches are presented simply as dangerous circumstances 
with which Macbeth has to deal: they are dramatically on the 
same level as the story of the Ghost in Hamlet, or the false- 
hoods told by Iago to Othello. Macbeth is, in the ordinary 
sense, perfectly free in regard to them: and if we speak of 
degrees of freedom, he is even more free than Hamlet, who 
was crippled by melancholy when the Ghost appeared to 
him. That the influence of the first prophecies upon him came 
as much from himself as from them, is made abundantly clear 
by the obviously intentional contrast between him and Banquo. 
Banquo, ambitious but perfectly honest, is scarcely even startled 


1The doubt as to these passages (see Note Z) does not arise from 
the mere appearance of this figure. The idea of Hecate’s connection 
with witches appears also at m. i. 52, and she is mentioned again at 
m. ii. 41 (cf. Mid. Night’s Dream, v. i. 391, for her connection with fairies). 
It is part of the common traditional notion of the heathen gods being 
now devils. Scot refers to it several times. See the notes s in the Clarendon 
Press edition on m. v. 1, or those in Furness’s Variorum. | 

Of course in the popular notion the witch’s spirits are devils or servants 
of Satan. (If Shakespeare openly introduces this idea only in such phrases 
as ‘the instruments of darkness’ and ‘what! can the devil speak true? 
ie reason is probably his unwillingness to give too much prominence to 

istinctly religious ideas. 

2 If this erap is true, some of the statements even eh Tambien 
of Coleridge about the Witches are, taken literally, incorrect. W1 at these 
critics, and notably the former, describe so well is the poetic aspect 
abstracted from the remainder; and in describing this they attribute to 
the Witches themselves what belongs really to the complex of Witches, 
Spirits, and Hecate. For the purposes of imagination, no doubt, this 
inaccuracy is of small consequence ; and it Is these purposes that matter. 
[I have not attempted to fulfil them.] £ 


/ 
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by them, and he remains throughout the scene indifferent to 
them.{But when Macbeth heard them he was not an innocent 
man. Precisely how far his mind was guilty may be a question; 
but no innocent man would have started, as he did, with a start 
of fear at the mere prophecy of a crown, or have conceived 
thereupon immediately the thought of mae) Either this 
thought was not new to him,! or he had cherished at least 
some vaguer dishonourable dream, the instantaneous recur- 
rence of which, at the moment of his hearing the prophecy, 
revealed to him an inward and terrifying guilt. In either 
case not only was he free to accept or resist the temptation, 
but the temptation was already within him. We are admitting 
too much, therefore, when we compare him with Othello, 
for Othello’s mind was perfectly free from suspicion when his 
temptation came to him. And we are admitting, again, too 
much when we use the word ‘temptation’ in reference to the 
first prophecies of the Witches. Speaking strictly we must 
affirm that he was tempted only by himself. He speaks indeed 
of their ‘supernatural soliciting’; but in fact they did not 
solicit. They merely announced events: they hailed him as’ 
Thane of Glamis, Thane of Cawdor, and King hereafter. 
No connection of these announcements with any action of 
his was even hinted by them. For all that appears, the natural 
death of an old man might have fulfilled the prophecy any 
day.? In any case, the idea of fulfilling it by murder was 
entirely his own.3 . 

When Macbeth sees the Witches again, after the murders 
of Duncan and Banquo, we observe, however, a striking 
change. They no longer need to go and meet him; he seeks 
them out. He has committed himself to his course of evil. 
Now accordingly they do ‘solicit’, They prophesy, but they 
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also give advice: they bid him be bloody, bold, and secure. 
We have no hope that he will reject their advice; but so far 
are they from having, even now, any power to compel him to 
accept it, that they make careful preparations to deceive him 
into doing so. And, almost as though to intimate how en- 
tirely the responsibility for his deeds still lies with Macbeth, 
Shakespeare makes his first act after this interview one for 
which his tempters gave him not a hint — the slaughter of 
Macduff’s wife and children. 

To all this we must add that Macbeth himself nowhere 
betrays a suspicion that his action is, or has been, thrust on 
him by an external power. He curses the Witches for deceiving 
him, but he never attempts to shift to them the burden of his 
guilt. Neither has Shakespeare placed in the mouth of any 
other character in this play such fatalistic expressions as may 
be found in King Lear and occasionally elsewhere. He appears 
actually to have taken pains to make the natural psychological 
genesis of Macbeth’s crimes perfectly clear, and it was a most 
unfortunate notion of Schlegel’s that the Witches were required 
because natural agencies would have seemed too weak to 
drive such a man as Macbeth to his first murder. : 

‘Still, it may be said, ‘the Witches did foreknow Macbeth’s 
future; and what is foreknown is fixed; and how can a man 
be responsible when his future is fixed?’ With this question, 
as a speculative one, we have no concern here; but, in so far 
as it relates to the play, I answer, first, that not one of the 
things foreknown is an action. This is just as true of the later 
prophecies as of the first. That Macbeth will be harmed by 
none of woman born, and will never be vanquished till Birnam 
Wood shall come against him, involves (so far as we are in- 
formed) no action of his. It may be doubted, indeed, whether 
Shakespeare would have introduced prophecies of Macbeth’s 


deeds, even if it had been convenient to do so; he would 


probably have felt that to do so would interfere with the 
interest of the inward struggle and suffering. And, in the 
second place, Macbeth was not written for students of meta- 
physics or theology, but for people at large; and, however 
it may be with prophecies of actions, prophecies of mere 
events do not suggest to people at large any sort of difficulty 
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about responsibility. Many people, perhaps most, habitually 
think of their ‘future’ as something fixed, and of themselves 
as ‘free’. The Witches nowadays take a room in Bond Street 
and charge a guinea; and when the victim enters they hail 
him the possessor of £1,000 a year, or prophesy to him of 
journeys, wives, and children. But though he is struck dumb 
by their prescience, it does not even cross his mind that he is 
going to lose his glorious ‘freedom’ — not though journeys 
and marriages imply much more agency on his part than 
anything foretold to Macbeth. This whole difficulty is un- 
dramatic; and I may add that Shakespeare nowhere shows, 
like Chaucer, any interest in speculative problems concerning 
foreknowledge, predestination and freedom. 

(2) We may deal more briefly with the opposite interpreta- 
tion. According to it the Witches and their prophecies are 
to be taken merely as symbolical representations of thoughts 
and desires which have slumbered in Macbeth’s breast and 
Now rise into consciousness and confront him. With this idea, 
which springs from the wish to get rid of a mere external 
supernaturalism, and to find a psychological and spiritual 
meaning in that which the groundlings probably received as 
hard facts, one may feel sympathy. But it is evident that it is 
rather a ‘philosophy’ of the Witches than an immediate 
dramatic apprehension of them; and even so it will be found 
both incomplete and, in other Tespects, inadequate. 

di 1s incomplete because it cannot possibly be dpplied to 
all the facts.\ Let us grant that it will apply to the most im- 
, portant prophecy, that of the crown ; and that the later warning 
which Macbeth Teceives, to beware of Macduff, also answers 
to something in his own breast and ‘harps his fear aright’. 

But there we have to stop. Macbeth had evidently no suspicion 

of that treachery in Cawdor through which he himself became 

Thane; and who will suggest that he had any idea, however 

subconsci us, about Birnam Wood or the man not born 0 

woman ? Jt may be held — and rightly, I think — that the 

prophecies which answer to nothing inward, the prophecies 
-which are merely Supernatural, produce, now at any rate, 
much less imaginative effect than the others, — even that they 
are in Macbeth an element which was of an age and not for 


= 
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all time; but still they are there, and they are essential to the 
plot.t And as the theory under consideration will not apply 
to them at all, it is not likely that it gives an adequate account 
even of those prophecies to which it can in some measure be 


applied. 

ck is inadequate here chiefly because it is much too narrow. 
The Witches and their prophecies; if they are to be rationalised 
or taken symbolically, must represent not only the evil slum- 
bering in the hero’s soul, but all those obscurer influences of 
the evil around him in the world which aid his own ambition 
and the incitements of his wife.. Such influences, even if we 
put aside all belief in evil ‘spirits’, are as certain, momentous, 
and terrifying facts as the presence of inchoate evil in the soul 
itself; and if we exclude all reference to these facts from our 
idea of the Witches, it will be greatly impoverished and will 
certainly fail to correspond with the imaginative effect} The 
union of the outward and inward here may be compared with 
something of the same kind in Greek poetry.? In the first 
book of the Iliad we are told that, when Agamemnon threat- 
ened to take Briseis from Achilles, ‘grief came upon Peleus 
son, and his heart within his shaggy breast was divided in 
counsel, whether to draw his keen blade from his thigh and 
Set the company aside and so slay Atreides, or to assuage his 
anger and curb his soul. While yet he doubted thereof in 
heart and soul, and was drawing his great sword from his 
sheath, Athene came to him from heaven, sent forth of the 
white-armed goddess Hera, whose heart loved both alike 
and had care for them. She stood behind Peleus’ son and 
caught him by his golden hair, to him only Visible, and of the 
rest no man beheld her’. And at her bidding he mastered his 
wrath, ‘and stayed his heavy hand on the silver hilt, and thrust 
the great sword back into the sheath, and was not disobedient 


. 

1 Tt is noticeable that Dr. Forman, who saw the play in 1610 and wrote 

a sketch of it A Bisioa says nothing about the later ea 

ethaps he despised them as mere stuff for the groundlings. The rea A 
will find, I think, that the great poetic effect of Act Iv. Sc. i. depends muc! 

more on the ‘charm’ which precedes Macbeth’s entrance, and on Macbeth 

imself, than on the predictions. 


i pans comparison was suggested by a passage in Hegel’s Aesthetik, 
3 f. 


< 
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to the saying of Athene’.1 The succour of the goddess here 
only strengthens an inward movement in the mind of Achilles, 
but we should lose something besides a poetic effect if for that 
reason we struck her out of the account. We should lose the idea 
that the inward powers of the soul answer in their essence to 
vaster powers without, which support them apd assure the 
effect of their exertion. So it is in Macbeth.2{The words of 
the Witches are fatal to the hero only because there is in him 
something which leaps into light at the sound of them; but 
they are at the same time the witness of forces which never 
cease to work in the world around him, and, on the instant 
of his surrender to them, entangle him inextricably in the web 
of Fate. If the inward connection is once realised (and Shake- 
speare has left us no excuse for missing it), we need not fear, 
and indeed shall scarcely be able, to exaggerate the effect of the 
Witch-scenes in heightening and deepening the sense of fear, 
horror, and mystery which pervades the atmosphere of the 


Tagedy.\ 
= z 3 ache) 


From this murky background stand out the two great 
terrible figures, who dwarf all the remaining characters of the 
drama. Both are sublime, and both inspire, far more than the 
other tragic heroes, the feeling of awe. They are never de- 
tached in imagination from the atmosphere which surrounds 
them and adds to their grandeur and terror. It is, as it were, 
continued into their souls. For within them is all that we felt 
without — the darkness of night, lit with the flame of tempest 
and the hues of blood, and haunted by wild and direful shapes, 


Ž 3 ae ats : 
murdering ministers’, spirits of remorse, and maddening’ 


visions a peace lost and judgment to come. The way to be 
untrue to Shakespeare here, as always, is to relax the tension 
of imagination, to conventionalise, to conceive Macbeth, for 
example, as a half-hearted cowardly criminal, and Lady 
Macbeth as a whole-hearted fiend. : 


4 Il. i. 188 ff. (Leaf's translation). 
? The supernaturalism of the modern poet, indeed, is more ‘external’ 


than that of the ancient. We have already had evidence of this, and shall 
find more when we come to the character of Banquo. 
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These two characters are fired by one and the same passion 
of ambition;.and to a considerable extent they are alike. 
The disposition of each is highs Prove oe CEPTON rand commending, 
They are born to rule, if not to reign. They are peremp) Or 
contemptuous to their inferiors.>They are not cnildren of 
light, like Brutus and Hamlet; they are of the world. We 
observe in them no loye of country, and no interest in the 
welfare of anyone outside their family. Their habitual thoughts 
and aims are, and, we imagine, long have been, all of station 
and power. And though in both there is something, and in 
one much, of what is higher — honour, conscience, humanity — 
they’ do not live consciously in the light of these things or 
speak their language. Not that they are egoists, like Iago; 
or, if they are egoists, theirs is an egoisme a deux. They have 
no separate ambitions. They support and love one another. 
They suffer together. And if, as time goes on, they drift a little 
apart, they are not vulgar souls, to be alienated and recriminate 
when they experience the fruitlessness of their ambition. They 
remain to the end tragic, even grand. 

So far there is much likeness between them. Otherwise 
they are contrasted, and the action is built upon this contrast. 
Their attitudes towards the projected murder of Duncan are 
quite different; and it produces in them equally different 
effects. In consequence, they appear in the earlier part of 
the play as of equal importance, if indeed Lady Macbeth does 
not overshadow her husband; but afterwards she retires more 
and more into the background, and he becomes unmistakably 
the leading figure. His is indeed far the more complex char- 
acter: and I will speak of it first. 

Macbeth, the cousin of a King mild, just, and beloved, 
but now too old to lead his army, is introduced to us as a 
general of extraordinary prowess, who has covered himself 
with glory in putting down a rebellion and repelling the in- 
vasion of a foreign army. In these conflicts he showed great 
personal courage, a quality which he continues to display 


1 The assertion that Lady Macbeth sought a crown for herself, or sought 
anything for herself, apart from her husband, is absolutely unjustified 
by anything in the play. -It is based on a sentence of Holinshed’s which 
Shakespeare did nof use. 
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throughout the drama in regard to all plain dangers. It is 
difficult to be sure of his customary demeanour, for in the 
play we see him either in what appears to be an exceptional 
relation to his wife, or else in the throes of remorse and des- 
peration; but from his behaviour during his journey home 
after the war, from his /ater conversations with Lady Macbeth, 
and from his language to the murderers of Banquo and to 
others, we imagine him as a great warrior, somewhat masterful, 
rough, and abrupt, a man to inspire some fear and much 
admiration. He was thought ‘honest’, or honourable; he 
was trusted, apparently, by everyone; Macduff, a man of the 
highest integrity, “loved him well’. And there was, in fact, 
much good in him. We have no warrant, I think, for describing 
him, with many writers, as of a ‘noble’ nature, like Hamlet or 
Othello ;* but he had a keen sense both of humour and of the 
worth of a good name. The phrase, again, ‘too full of the 
milk of human kindness *, is applied to him in impatience by 
his wife, who did not fully understand him; but certainly he 
was far from devoid of humanity and pity. 

At the same time he was exceedingly ambitious. He must 
have been so by temper. The tendency must have been greatly 
strengthened by his marriage. When we sce him, it has been 
further stimulated by his remarkable success and by the 
consciousness of exceptional powers and merit. It becomes a 
passion. The course of action suggested by it is extremely 
perilous: it sets his good name, his position, and even his life 
on the hazard. It is also abhorrent to his better feelings. Their 
defeat in the struggle with ambition leaves him utterly wretched, 
and would have kept him so, however complete had been his 
outward success and security. On the other hand, his passion 
for power and his instinct of self-assertion are so vehement 
that no inward misery could persuade him to relinquish the 
fruits of crime, or to advance from Temorse to repentance. 

In the character as so far sketched there is nothing very 
peculiar, though the strength of the forces contending in it is 
unusual. But there is in Macbeth one marked peculiarity, 
the true apprehension of which is the key to Shakespeare’s 


1 The word is used of him (1. ii, 67), but not in a way that decides this 
question or even bears on it, 
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conception.! This bold ambitious man of action, has, within 
certain limits, the imagination of a poet, — an imagination on 
the one hand extremely sensitive to impressions of a certain 
kind, and, on the other, productive of violent disturbance 
both of mind and body. Through it he is kept in contact 
with supernatural impressions and is liable to supernatural 
fears. And through it, especially, come to him the intimations 
of conscienée and honour. Macbeth’s better nature — to put 
the matter for clearness’ sake too broadly — instead of speak- 
ing to him in the overt language of moral ideas, commands, 
and prohibitions, incorporates itself in images which alarm 
and horrify. His imagination is thus the best of him, something 
usually deeper and higher than his conscious thoughts; and 
if he had obeyed it he would have been safe. But his wife 
quite misunderstands it, and he himself understands it only 
in part. The terrifying images which deter him from crime 
and follow its commission, and which are really the protest 
of his deepest self, seem to his wife the creations of mere 
nervous fear, and are sometimes referred by himself to the 
dread of vengeance or the restlessness of insecurity.* His 
conscious or reflective mind, that is, moves chiefly among 
considerations of outward success and failure, while his inner 
being is convulsed by conscience. And his inability to under- 
stand himself is repeated and exaggerated in the interpretations 
of actors and critics, who represent him as a coward, cold- 
blooded, calculating, and pitiless, who shrinks from crime 
simply because it is dangerous, and suffers afterwards simply 
because he is not safe. In reality his courage is frightful. He 
Strides from crime to crime, though his soul never ceases to 
bar his advance with shapes of terror, or to clamour in his 
ears that he is murdering his peace and casting away his 
eternal jewel’, 

It is of the first importance to realise the strength, and 
also (what has not been so clearly recognised) the limits, of 
Macbeth’s imagination. It is not the universal meditative 


fi puis view, thus generally stated, is not original, but I cannot say who 
rst stated it. p } 
° The latter, and more important, point was put quite clearly by 
Oleridge, 
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imagination of Hamlet. He came to see in man, as Hamlet 
sometimes did, the ‘quintessence of dust a5 but he must always 
have been incapable of Hamlet’s reflections on man s noble 
reason and infinite faculty, or of seeing with Hamlet’s eyes 
“this brave o’erhanging firmament, this majestical roof fretted 
with golden fire’. Nor could he feel, like Othello, the romance 
of war or the infinity of love. He shows no sign of any un- 
usual sensitiveness to the glory or beauty in the world or the 
soul; and it is partly for this reason that we have no inclination 
to love him, and that we regard him with more of awe than 
of pity. His imagination is excitable and intense, but narrow. 
That which stimulates it is, almost solely, that which thrills 
with sudden, startling, and often supernatural fear.1 There is 
a famous passage late in the play (v. v. 10) which is here very 
significant, because it refers to a time before his conscience 
was burdened, and so shows his native disposition: 


The time has been, my senses would have cool’d 
To hear a night-shriek; and my fell of hair 
Would at a dismal treatise rise and stir 

As life were in’t. 


This ‘time’ must have been in his youth, or at least before 
we see him. And, in the drama, everything which terrifies 
him is of this character, only it has now a deeper and a moral 
significance. Palpable dangers leave him unmoyed or fill 
him with fire. He does himself mere justice when he asserts 
he ‘dare do all that may become a man’, or when he exclaims 
to Banquo’s ghost, 
What man dare, I dare: 
Approach thou like the Tugged Russian bear, 
e arm’d rhinoceros, or the Hyrcan tiger; 


Take any shape but that, and my firm 
Shall never tremble, ; ES 


What appals him is always the image of his own guilty heart 
or bloody deed, or some image which derives from them its 
terror or gloom. These, when they arise, hold him spell- 
bound and possess him wholly, like a hypnotic trance which 


1It is the consequent insistence on the idea of fear, and the frequent 
repetition of the word, that have principally led to misinterpretation. 
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is at the same time the ecstasy of a poet. As the first ‘horrid 
image’ of Duncan’s murder — of himself murdering Duncan 
—rises from unconsciousness and confronts him, his hair 
stands on end and the outward scene vanishes from his eyes. 
Why? For fear of ‘consequences’? The idea is ridiculous. 
Or because the deed is bloody? The man who with his 
“smoking” steel ‘carved out his passage’ to the rebel leader, 
and ‘unseam’d him from the nave to the chaps’, would hardly 
be frightened by blood. How could fear of consequences 
make the dagger he is to use hang suddenly glittering before 
him in the air, and then as suddenly dash it with gouts of 
blood? Even when he talks of consequences, and declares 
that if he were safe against them he would ‘jump the life to 
come’, his imagination bears witness against him, and shows 
us that what really holds him back is the hideous vileness of 
the deed: - 
He’s here in double trust; 

First, as I am his kinsman and his subject, 

Strong both against the deed; then, as his host, 

Who should against his murderer shut the door, 

Not bear the knife myself. Besides, this Duncan 

Hath borne his faculties so meek, hath been 

So clear in his great office, that his virtues 

Will plead like angels, trumpet-tongued, against 

The deep damnation of his taking-off; 

And pity, like a naked new-born babe, 

Striding the blast, or heaven’s cherubim, horsed 

Upon the sightless couriers of the air, 

Shall blow the horrid deed in every eye, 

That tears shall drown the wind. 


It may be said that he is here thinking of the horror that 
others will feel at the deed — thinking therefore of conse- 
quences. Yes, but could he realise thus how horrible the deed 
would look to others if it were not equally horrible to himself ? 

It is the same when the murder is done. He is well-nigh 
mad with horror, but it is not the horror of detection. It is 
not he who thinks of washing his hands or getting his night- 
gown on. He has brought away the daggers he should have 
left on the pillows of the grooms, but what does he care for 
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that? What he thinks of is that, when he heard one of the 
men awaked from sleep say ‘God bless us’, he could not say 
‘Amen’; for his imagination presents to him the parching of 
his throat as an immediate judgment from heaven. His wife 
heard the owl scream and the crickets cry; but what he heard 
was the voice that first cried ‘Macbeth doth murder sleep’, 
and then, a minute later, with a change of tense, denounced 
on him, as if his three names gave him three personalities to 
suffer in, the doom of sleeplessness : 


Glamis hath murdered sleep, and therefore Cawdor 
Shall sleep no more, Macbeth shall sleep no more. 


There comes a sound of knocking. It should be perfectly 
familiar to him; but he knows not whence, or from what 
world, it comes. He looks down at his hands, and starts 
violently: ‘What hands are here ? For they seem alive, they 
move, they mean to pluck out his eyes. He looks at one of 
them again; it does not move; but the blood upon it is enough 
to dye the whole ocean red. What has all this to do with fear 
of ‘consequences’? It is his soul speaking in the only shape 
in which it can speak freely, that of imagination. ? 

So long as Macbeth’s imagination is active, we watch him 
fascinated ; we feel suspense, horror, awe; in which are latent, 
also, admiration and sympathy. But so soon as it is quiescent 
these feelings vanish. He is no longer ‘infirm of purpose’: 
he becomes domineering, even brutal, or he becomes a cool 
pitiless hypocrite, He is generally said to be a very bad actor, 
but this is not wholly true. Whenever his imagination stirs, 
he acts badly. It so possesses him, and is so much stronger 
than his reason, that his face betrays him, and his voice utters 
the most improbable untruths! or the most artificial rhetoric.2 
But when it is asleep he is firm, self-controlled and practical, 
as in the conversation where he ski 


1 E.g. 1. iii. 149, where he excuses hi i i at his 
‘dull brain was wrought with things ie vee 


Ifully elicits from Banquo’ 


a ae 
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that information about his movements which is required for 
the successful arrangement of his murder. Here he is hateful; 
and so he is in the conversation with the murderers, who are 
not professional cut-throats but old soldiers, and whom, 
without a vestige of remorse, he beguiles with calumnies 
against Banquo and with such appeals as his wife had used to 
him.? On the other hand, we feel much pity as well as anxiety 
in the scene (1. vii) where she overcomes his opposition to the 
murder; and we feel it (though his imagination is not specially 
active) because this scene shows us how little he understands 
himself. This is his great misfortune here. Not that he fails 
to realise in reflection the baseness of the deed (the soliloquy 
with which the scene opens shows that he does not). But he 
has never, to put it pedantically, accepted as the principle of 
his conduct the morality which takes shape in his imaginative 
fears. Had he done so, and said plainly to his wife, ‘The thing 
is vile, and, however much I have sworn to do it, I will not’, 
she would have been helpless; for all her arguments proceed 


1 m. i, Lady Macbeth herself could not more naturally have introduced 
at intervals the questions ‘Ride you this afternoon?’ (l. 19), ‘Is’t far you 
ride?’ (l. 24), ‘Goes Fleance with you?’ (1. 36). 

* We feel here, however, an underlying subdued frenzy which awakes 
some sympathy. There is an almost unendurable impatience expressed 
even in the rhythm of many of the lines; e.g. : 


Well then, now 
Have you consider’d of my speeches? Know 
That it was he in the times past which held you 
So under fortune, which you thought had been 
Our innocent self: this I made good to you | 
In our last conference, pass’d in probation with you, 
How you were borne in hand, how cross’d, the instruments, 
Who wrought with them, and all things else that might 
To half a soul and to a notion crazed 
Say, ‘Thus did Banquo.’ 


This effect is heard to the end of the play in Macbeth’s less poetic speeches, 
and leaves the same impression of burning energy, though not of imagina- 
tive exaltation, as his great speeches. In these we find either violent, huge, 
sublime imagery, or a torrent of figurative expressions (as in the famous 
lines about ‘the innocent sleep’). Our impressions as to the diction of the 
play are largely derived from these speeches of the hero, but not wholly so. 

e writing almost throughout leaves an impression of intense, almost 
feverish, activity. 
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on the assumption that there is for them no such point of view. 
Macbeth does approach this position once, when, resenting 
the accusation of cowardice, he answers, 


I dare do all that may become a man; 
Who dares do more is none. 


She feels in an instant that everything is at stake, and, ignoring 
the point, overwhelms him with indignant and contemptuous 
personal reproach. But he yields to it because he is himself 
half-ashamed of that answer of his, and because, for want of 
habit, the simple idea which it expresses has no hold on him 
comparable to the force it acquires when it becomes incarnate 
in visionary fears and warnings. 

Yet these were so insistent, and they offered to his ambition 
a resistance so strong, that it is impossible to regard him as 
falling through the blindness or delusion of passion. On the 
contrary, he himself feels with such intensity the enormity of 
his purpose that, it seems clear, neither his ambition nor yet 
the prophecy of the Witches would ever without the aid of 
Lady Macbeth have overcome this feeling, As it is, the deed 
is done in horror and without the faintest desire or sense of 
glory, — done, one may almost say, as if it were an appalling 
duty; and, the instant it is finished, its futility is revealed to 
Macbeth as clearly as its vileness had been revealed before- 
hand. As he Staggers from the scene he mutters in despair, 


Wake Duncan with thy knocking! I would thou could’st. 


When, half an hour later, he Tet i 
urns with Lennox from the 
room of the murder, he breaks out: 


This is no mere acting. The lan h 
+ ; $ guage here has none of the 
false rhetoric of his merely hypocritienl speeches. It is meant 
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to deceive, but it utters at the same time his profoundest 
feeling. And this he can henceforth never hide from himself 
for long. However he may try to drown it in further enormities, 
he hears it murmuring, 


Duncan is in his grave: 
After life’s fitful fever he sleeps well: 
or, 
better be with the dead: 
or, 
I have lived long enough: 


and it speaks its last words on the last day of his life: 


Out, out, brief candle! 
Life’s but a walking shadow, a poor player 
That struts and frets his hour upon the stage 
And then is heard no more: it is a tale 
Told by an idiot, full of sound and fury, 
Signifying nothing. 


How strange that this judgment on life, the despair of a man 
who had knowingly made mortal war on his own soul, should 
be frequently quoted as Shakespeare’s own judgment, and 
should even be adduced, in serious criticism, as a proof of his 
pessimism ! 

It remains to look a little more fully at the history of Macbeth 
after the murder of Duncan. Unlike his first struggle this 
history excites little suspense or anxiety on his account: we 
have now no hope for him. But it is an engrossing spectacle, 
and psychologically it is perhaps the most remarkable ex- 
hibition of the development of a character to be found in 
Shakespeare’s tragedies. 

That heart-sickness which comes from Macbeth’s per- 
Ception of the futility of his crime, and which never leaves 
him for long, is not, however, his habitual state. It could 
not be so, for two reasons. In the first place the consciousness 
of guilt is stronger in him than the consciousness of failure; 
and it keeps him in a perpetual agony of restlessness, and forbids 

simply to droop and pine. His mind is ‘full of scorpions’. 
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He cannot sleep. He ‘keeps alone’, moody and savage. ‘All 
that is within him does condemn itself for being there.’ 
There is a fever in his blood which urges him to ceaseless 
action in the search for oblivion. And, in the second place, 
ambition, the love of power, the instinct of self-assertion, are 
much too potent in Macbeth to permit him to resign, even in 
spirit, the prize for which he has put rancours in the vessel 
of his peace. The ‘will to live’ is mighty in him. The forces 
which impelled him to aim at the crown re-assert themselves. 
He faces the world, and his own conscience, desperate, but 
never dreaming of acknowledging defeat. He will see ‘the 


fome of things disjoint’ first. He challenges fate into the 
sts. 


he looks about for the cause of his fear; and his eye falls on 
Banquo. Banquo, who cannot fail to suspect him, has not 
fled or turned against him: Banquo has become his chief 


Turns. But, alas, it has less power, and he 
has more will. Agonised and trembling, he fill faces this 


‘Thou canst not say I did it.’ 
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Why, so: being gone, 
I am a man again. 


Yes, but his secret is in the hands of the assembled lords. 
And, worse, this deed is as futile as the first. For, though 
Banquo is dead and even his Ghost is conquered, that inner 
torture is unassuaged. But he will not bear it. His guests 
have hardly left him when he turns roughly to his wife: 


How say’st thou, that Macduff denies his person 
At our great bidding? 


Macduff it is that spoils his sleep. He shall perish, — he and 
aught else that bars the road to peace. 


For mine own good 
All causes shall give way: I am in blood 
Stepp’d in so far that, should I wade no more, 
Returning were as tedious as go o’er: 
Strange things I have in head that will to hand, 
Which must be acted ere they may be scann’d. 


She answers, sick at heart. 
You lack the season of all natures, sleep. 


No doubt: but he has found the way to it now: 


Come, we’ll to sleep. My strange and self abuse 
Is the initiate fear that wants hard use: 
We are yet but young in deed. 


What a change from the man who thought of Duncan’s 
virtues, and of pity like a naked new-born babe! What a 
frightful clearness of self-consciousness in this descent to 
hell, and yet what a furious force in the instinct of life and 
self-assertion that drives him on ! 

He goes to seek the Witches. He will know, by the worst 
means, the worst. He has no longer any awe of them. 


How now, you secret, black and midnight hags! 


—so he greets them, and at once he demands and threatens, 
. They tell him he is right to fear Macduff. They tell him to fear 


A 
- 
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nothing, for none of woman born can harm him. He feels 
that the two statements are at variance; infatuated, suspects 
no double meaning; but, that he may ‘sleep in spite of thunder’, 
determines not to spare Macduff. But his heart throbs to 
know one thing, and he forces from the Witches the vision of 
Banquo’s children crowned. The old intolerable thought 
returns, ‘for Banquo’s issue have I filed my mind’; and with 
it, for all the absolute security apparently promised him, there 
returns that inward fever. Will nothing quiet it? Nothing 
but destruction. Macduff, one comes to tell him, has escaped 
him; but that does not matter: he can still destroy :1 


And even now, 
To crown my thoughts with acts, be it thought and done: 
The castle of Macduff I will surprise; 
Seize upon Fife; give to the edge o’ the sword 
His wife, his babes, and all unfortunate souls 
That trace him in’s line. No boasting like a fool; 
This deed I'll do before this purpose cool. 
But no more sights! 


No, he need fear no more ‘sights’. The Witches have done 
their work, and after this purposeless butchery his own 
imagination will trouble him no more.2 He has dealt his last 
blow at the conscience and pity which spoke through it. 


, and at the beginning of Book IV.» 
Macbeth. Coleridge, after quoting 
: It is a fancy; but I can never read ma 
ie foll s beth, without involuntarily thinking 0 
the Miltonic Messiah and Satan.” I doubt if it was a mere fancy. u v 

t at one time iting a tragedy 
Macbeth.) ghi e time of writing gi 

_* The immediate reference in ‘ But no more sights ’ is doubtless to the 
visions called up by the Witches; but one of these, the ‘blood-bolter 
Barato recalls to him the vision of the preceding night, of which he had 
said, 


4 You make me strange 
Even to the disposition that I owe, $ 
When now I think you can behold such sights, 
And keep the natural tuby of your cheeks, 
When mine is blanch’d with fear. 
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The whole flood of evil in his nature is now let loose. He 
becomes an open tyrant, dreaded by everyone about him, and 
a terror to his country. She ‘sinks beneath the yoke’. 


Each new morn 
New widows howl, new orphans cry, new sorrows 
Strike heaven on the face. 


She weeps, she bleeds, ‘and each new day a gash is added 
to her wounds’. She is not the mother of her children, but 
their grave; 
where nothing, 
But who knows nothing, is once seen to smile: 
Where sighs and groans and shrieks that rend the air 
Are made, not mark’d. 


For this wild rage and furious cruelty we are prepared; but 
vices of another kind start up as he plunges on his downward 
way. : 
I grant him bloody, 
Luxurious, avaricious, false, deceitful, 
Sudden, malicious, 


says Malcolm; and two of these epithets surprise us. Who 
would have expected avarice or lechery? in Macbeth? His 
ruin seems complete. 

Yet it is never complete. To the end he never totally loses 
our sympathy; we never feel towards him as we do to those 
who appear the born children of darkness. There remains 
something sublime in the defiance with which, even when 
cheated of his last hope, he faces earth and hell and heaven. 
Nor would any soul to whom evil was congenial be capable 
of that heart-sickness which overcomes him when he thinks 
of the ‘honour, love, obedience, troops of friends’ which 
‘he must not look to have’ (and which Iago would never have 
cared to have), and contrasts with them 


1 ‘Luxurious’ and ‘luxury’ are used by Shakespeare only in this older 
sense. It must be remembered that these lines are spoken by Malcolm, 
but it seems likely ‘hat egare meant to be taken as true throughout. 


L > 
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Curses, not loud but deep, mouth-honour, breath, 
Which the poor heart would fain deny, and dare not, 


(and which Iago would have accepted with indifference). 
Neither can I agree with those who find in his reception of the 
news of his wife’s death proof of alienation or utter careless- 
ness. There is no proof of these in the words, 


She should have died hereafter ; 
There would have been a time for such a word, 


spoken as they are by a man already in some measure pre- 
pared for such news, and now transported by the frenzy of his 
last fight for life. He has no time now to feel. Only, as he 
thinks of the morrow when time to feel will come — if anything 
comes — the vanity of all hopes and forward-lookings sinks 


deep into his soul with an infinite weariness, and he murmurs, 


To-morrow, and to-morrow, and to-morrow, 
Creeps in this petty pace from day to day 
To the last syllable of recorded time, 


And all our yesterdays have lighted fools 
The way to dusty death, 


In the very depths a gleam of his native love of goodness, 
and with it a touch of tragic grandeur, rests upon him. The 
evil he has desperately embraced continues to madden or to 
wither his inmost heart. No experience in the world could 
bring him to glory in it or make his peace with it, or to forget 
what he once was and Iago and Goneril never were. 


11 do not at all Suggest that his love for his wife remains what it was 
when he greeted her with 


here to-night’. He has greatly changed; she has ceased to help him, sunk 


» who, in somewhat similar circum- 


Then hate me if thou wilt; if ever, now, 
Now while the world is bent my deeds to cross. 


LECTURE X 
MACBETH 


Si Kedy Paate) 


To regard Macbeth as a play, like the love-tragedies Romeo 
and Juliet and Antony and Cleopatra, in which there are two 
central characters of equal importance, is certainly a mistake. 
But Shakespeare himself is in a measure responsible for it, 
because the first half of Macbeth is greater than the second, 
and in the’ first half Lady Macbeth not only appears more 
than in the second but exerts the ultimate deciding influence 
on the action. And, in the opening Act at least, Lady Macbeth 
is the most commanding and perhaps the most awe-inspiring 
figure that Shakespeare drey. Sharing, as we have seen, 
certain traits with her husband, she is at once clearly dis- 
tinguished from him by an inflexibility of will, which appears 
to hold imagination, feeling, and conscience completely in 
check. To her the prophecy of things that will be becomes 
instantaneously the determination that they shall be: 


Glamis thou art, and Cawdor, and shalt be 
What thou art promised. 


She knows her husband’s weakness, how he scruples ‘to catch 
the nearest way’ to the object he desires; and she sets herself 
without a trace of doubt or conflict to counteract this weakness. 
To her there is no separation between will and deed; and, as 
the deed falls in part-to her, she is sure it will be done: 


The raven himself is hoarse 
That croaks the fatal entrance of Duncan 
Under my battlements. 


_ On the moment of Macbeth’s rejoining her, after braving 
infinite dangers and winning infinite praise, without a syllable 
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on these subjects or a word of affection, she goes straight to p~ 
her purpose and permits him to speak of nothing else. Sha 
takes the superior position and assumes the’ direction o 
affairs, — appears to assume it even more than she really can, 
that she may spur him on. She animates him by picturing 
the deed as heroic, ‘this night’s great business’, or ‘our great 
quell’, while she ignores its cruelty and faithlessness. She bears 4 
down his faint resistance by presenting him with a prepared 4 A 
scheme which may remove from him the terror and danger of 
deliberation. She rouses him with a taunt no man can bear, _ 
and least of all a soldier, — the word ‘coward’. She appeals 
even to his love for her: 
from this time 
Such I account thy love 3 


— such; that is, as the protestations of a drunkard. Her 
reasonings are mere sophisms; they could persuade no man. - 
It is not by them, it is by personal appeals, through the ad- 
miration she extorts from him, and through sheer force of will, 
that she impels him to the deed.. Her eyes are fixed upon the 
crown and the means to it; she does not attend to the con- 
sequences. Her plan of laying the guilt upon the chamberlains 
is invented on the spur of the moment, and simply to satisfy 
her husband. Her true mind is heard in the ringing cry with 
which she answers his question, ‘Will it not be received . . - 
that they have done it?’ 


Who dares receive it other? 


And this is repeated in the sleep-walking scene: ‘What need 
we fear who knows it, when none can call our power to 
account ?’ Her passionate courage sweeps him off his feet. 
His decision is taken in a moment of enthusiasm : 


Bring forth men-children only; 
For thy undaunted mettle should compose 
Nothing but males. 


o i ; menaa : f 
~And even when passion has quite died away her will remains 
Supreme.¥ In presence of overwhelming horror and danger, 
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in the murder scene and the banquet scene, her self-control is 
perfect. When the truth of what she has done dawns on her, 
no word of complaint, scarcely a word of her own suffering, 
not a single word of her own as apart from his, escapes her 
when others are by. She helps him, but never asks his help. 
She leans on nothing but herself.~And from the beginning to 
the end — though she makes once or twice a slip in acting her 
part — her will never fails her. Its grasp upon her nature 
may destroy her, but it is never relaxed. We are sure that she 
never betrayed her husband or herself by a word or even a 
look, save in sleep. However appalling she may be, she is 
sublime. s 
“In the earlier scenes of the play this aspect of Lady Macbeth’s 
character is far the most prominent. +And if she seems in- 
vincible she seems also inhuman. We find no trace of pity 
for the kind old king; no consciousness of the treachery and 
baseness of the murder; no sense of the value of the lives of 
the wretched men on whom the guilt is to be laid ; no shrinking 
even from the condemnation or hatred of the world. *Yet if 
the Lady Macbeth of these scenes were really utterly inhuman, 
or a ‘fiend-like queen’, as Malcolm calls her, the Lady Mac- 
beth of the sleep-walking scene would be an impossibility. 
The one woman could never become the other. And in fact, 
if we look below the’ surface, there is evidence enough in the 
earlier scenes of preparation for the later. I do not mean that 
Lady Macbeth was naturally humane. There is nothing in 
the play to show this, and several passages subsequent to the 
murder-scene supply proof to the contrary. One is that where 
she exclaims, on being informed of Duncan’s murder, 


Woe, alas! 
What, in our house? 


This mistake in acting shows that she does not even know what 
the natural feeling in such circumstances would be; and Ban- 
quo’s curt answer, “Too cruel anywhere’, is almost a reproof 
of her insensibility. But, admitting this, we have in the first 
place to remember, in imagining the opening scenes, that she 
is deliberately bent on counteracting the ‘human kindness’ of 


© 


a 
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her husband, and also that she is evidently not merely inflexibly 


determined but in a condition of abnormal excitability. That 
exaltation in the project which is so entirely lacking in Macbeth 
is strongly marked in her. When she tries to help him by 
representing their enterprise as heroic, she is deceiving herself 
as much as him. Their attainment of the crown presents 
itself to her, perhaps has long presented itself, as something 


so glorious, and she has fixed her will upon it so completely, - 


that for the time she sees the enterprise in no other light than 
- that of its greatness. When she soliloquises, 


Yet do I fear thy nature: 
It is too full o’ the milk of human kindness 
To catch the nearest way: thou wouldst be great; 
Art not without ambition, but without 


The illness should attend it; what thou wouldst highly, 
That wouldst thou holily, 


one sees that ‘ambition’ and ‘great’ and ‘highly’ and even 
‘illness? are to her simply terms of praise, and “holily’ and 
‘human kindness’ simply terms of blame. Moral distinctions 
do not in this exaltation exist for her; or rather they are in- 
verted : ‘good’ means to her the crown and whatever is required 
to obtain it, ‘evil’ whatever stands in the way of its attainment. 
This attitude of mind is evident even when she is alone, though 


it becomes still more pronounced when she has to work upon 


her husband. And it persists until her end is attained, But, 
without being exactly forced, it betrays a strain which could 
not long endure. 

(Besides this, in these earlier scenes the traces of feminine 
weakness and human feeling, which account for her later 
failure, are not absent. Her will, it is clear, was exerted to 
overpower not only her husband’s resistance but some re- 
sistance in herself. Imagine Goneril uttering the famous words, 


Had he not resembled 
My father as he slept, I had done ’t. 


They are spoken, I think, without any sentiment — impatiently, 
as though she regretted her weakness: but it was there. And 
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in reality, quite apart from this recollection of her father, she 
could never have done the murder if her husband had failed. 
She had to nerve herself with wine to give her ‘boldness’ 
enough to go through her minor part. )That appalling in- 
vocation to the spirits of evil, to unsex Her and fill her from 
the crown to the toe topfull of direst cruelty, tells the same tale 
of determination to crush the inward protest. Goneril had no 
need of such a prayer. In the utterance of the frightful lines, 


I have given suck, and know 
How tender ’tis to love the babe that milks me: 
I would, while it was smiling in my face, 
Have pluck’d my nipple from his boneless gums, 
And dash’d the brains out, had I so sworn as you 
Have done to this, 


her voice should doubtless rise until it reaches, in ‘dash’d the 
brains out’, an almost hysterical scream.1 These lines show 
unmistakably that strained exaltation which, as soon. as the 
end is reached, vanishes, never to return. 

The greatness of Lady Macbeth lies almost wholly in courage 
and force of will. It is an error to regard her as remarkable 
on the intellectual side. In acting a part she shows immense 
self-control, but not much skill. Whatever may be thought 
of the plan of attributing the murder of Duncan to the cham- 
berlains, to lay their bloody daggers on their pillows, as if 
they were determined to advertise their guilt, was a mistake 
which can be accounted for only by the excitement of the 
moment. But the limitations of her mind appear most in the 
point where she is most strongly contrasted with Macbeth, 
—in her comparative dullness of imagination. I say ‘com- 
parative’, for she sometimes uses highly poetic language, as 
indeed does everyone in Shakespeare who has any greatness 
of soul. Nor is she perhaps less imaginative than the majority 
of his heroines. But as compared with her husband she has 
little imagination. Itis not simply that she suppresses what she 
has. To her, things remain at the most terrible moment 
precisely what they were at the calmest, plain facts which stand 


1 So Mrs. Siddons is said to have given the passage, 
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in a given relation to a certain deed, not visions which tremble 
and flicker in the light of other worlds. The probability that 
the old king will sleep soundly after his long journey to Inver- 
ness is to her simply a fortunate circumstance; but one can 
fancy the shoot of horror across Macbeth’s face as she men- 
tions it. She uses familiar and prosaic illustrations, like 


Letting ‘I dare not’ wait upon ‘I would’, 
Like the poor cat i’ the adage, 


(the cat who wanted fish but did not like to wet her feet); or 


We fail? 
But screw your courage to the sticking-place, 
And we'll not fail ;? 
or, 

Was the hope drunk 
Wherein you dress’d yourself? hath it slept since? 
And wakes it now, to look so green and pale 
At what it did so freely? 


The Witches are practically nothing to her. She feels no 
sympathy in Nature with her guilty purpose, and would never 
bid the earth not hear her steps, which way they walk, The 
noises before the murder, and during it, are heard by her as 
simple facts, and are referred to their true sources. ` The 
knocking has no mystery for her: it comes from ‘the south 
entry’. She calculates on the drunkenness of the grooms, com- 
pares the different effects of wine on herself and on them, and 
listens to their snoring. To her the blood upon her husband’s 
hands, suggests only the taunt, 

* My hands are of your colour, but I shame 
To wear a heart so white; 


1 Surely the usual interpretation of ‘We fail?’ as a question of contemp- 
tuous astonishment, is right. ‘We fail!’ gives practically the same sense, 
but alters the punctuation of the first two Folios. In either case, ‘But’, 
I think, means ‘Only’. On the other hand the proposal to read ‘We fail’. 
with a full stop, as expressive of sublime acceptance of the possibility, 
seems to me, however attractive at first sight, quite out of harmony wi! 
Lady Macbeth’s mood throughout these scenes. P 


fi 
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i and the blood to her is merely ‘this filthy witness’, — words 
| impossible to her husband, to whom it suggested something 
quite other than sensuous disgust or practical danger. The 
literalism of her mind appears fully in two contemptuous 
speeches where she dismisses his imaginings; in the murder 


scene: 
Infirm of purpose! 
Give me the daggers! The sleeping and the dead 
Are but as pictures: ’tis the eye of childhood 
That fears a painted devil; 


| and in the banquet scene: 
| O these flaws and starts, 
Impostors to true fear, would well become 
A woman’s story at a winter’s fire, 
Authorised by her grandam. Shame itself! 
Why do you make such faces? When all’s done, 
í You look but on a stool. 


<¥ Even in the awful scene where her imagination breaks loose 
E3 in sleep she uses no such images as Macbeth’s.“1 is the direct 
appeal of the facts to sense that has fastened on her memory. 
ak The ghastly realism of ‘Yet who would have thought the old 
man to have had so much blood in him ?’ or ‘Here’s the smell 
R of the blood still’, is wholly unlike him. Her most poetical 
£ words, ‘All the perfumes of Arabia will not sweeten this little 
o hand’, are equally unlike his words about great Neptune’s 
y% ocean. Hers, like some of her other speeches, are the more 
moving, from their greater simplicity and because they seem 
to tell of that self-restraint in suffering which is so totally 
lacking in him; but there is in them comparatively little of 
imagination. If we consider most of the passages to which 
I have referred, we shall find that the quality which moves 
our admiration is courage or force of will. 

This want of imagination, though it helps to make Lady 
Macbeth strong for immediate action, is fatal to her. If she 
does not feel beforehand the cruelty of Duncan’s murder, 
this is mainly because she hardly imagines the act, or at most 
imagines its outward show, “the motion of a muscle this way 
or that’. Nor does she in the least foresee those inward 
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consequences which reveal themselves immediately in her 
husband, and less quickly in herself. It is often said that she 
understands him well. Had she done so, she never would have 
urged him on. She knows that he is given to strange fancies; 
but, not realising what they spring from, she has no idea either 
that they may gain such power as to ruin the scheme, or that, 
while they mean present weakness, they mean also perception 
of the future. At one point in the murder scene the force of 
his imagination impresses her, and for a moment she is 
startled; a light threatens to break on her: 


These deeds must not be thought 
After these ways: so, it will make us mad, 


she says, with a sudden and great seriousness. And when 
he goes panting on, ‘Methought I heard a voice cry, ‘Sleep 
no more”, . . . she breaks in, ‘What do you mean ?’ half- 
doubting whether this was not a real voice that he heard. 
Then, almost directly, she recovers herself, convinced of the 
vanity of his fancy. Nor does she understand herself any better 
than him. She never suspects that these deeds must be thought 
after these ways; that her facile realism, 


A little water clears us of this deed, 


will one day be answered by herself, ‘Will these hands ne’er 
be clean?’ or that the fatal commonplace, ‘What’s done is 
done’, will make way for her last despairing sentence, ‘What’s 
dgne cannot be undone’. 3 

Hence the development of her character — perhaps it 
would be more strictly accurate to say, the change in her 
state of mind — is both inevitable, and the opposite of the 
development we traced in Macbeth. When the murder has 
been done, the discovery of its hideousness, first reflected in 
the faces of her guests, comes to Lady Macbeth with the shock 
of à sudden disclosure, and at once her nature begins to sink. 
The antimation of the change is given when, in the scene 
of the discovery, she faints.1 When next we see her, Queen 


“at *See Note DD. es: 
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of Scotland, the glory of her dream has faded. Lele enters, 
disillusioned, and weary with want of sleep: she has thrown 
away everything and gained nothing: 


Nought’s had, all’s spent, 
Where our desire is got without content: 
Tis safer to be that which we destroy 
Than by destruction dwell in doubtful joy. 


Henceforth she has no initiative: the stem of her being seems 
to be cut through. Her husband, physically the stronger, 
maddened by pangs he had foreseen, but still flaming with life, 
comes into the foreground, and she retires. Her will remains, 
and she does her best to help him; but he rarely needs her help. 
Her chief anxiety appears to be that he should not betray his 
misery. He plans the murder of Banquo without her know- 
ledge (not in order to spare her, I think, for he never shows 
love of this quality, but merely because he does not need her 
now); and even when she is told vaguely of his intention she 
appears but little interested. Wh the sudden emergency of the 
banquet scene she makes a prodigious and magnificent effort ; 
her strength, and with it her ascendancy, returns, and she saves 
her husband at least from an open disclosure. But after this 
she takes no part whatever in the action. We only know from 
her shuddering words in the sleep-walking scene, ‘The Thane 
of Fife had a wife: where is she now?’ that she has even 
learned of her husband’s worst crime; and in all the horrors 
of his tyranny over Scotland she has, so far as we hear, no 
part. . Disillusionment and despair prey upon her more and 
more. That she should seek any relief in speech, or should ask 
for sympathy, would seem to her mere weakness, and would 
be to Macbeth’s defiant fury an irritation. Thinking of the 
change in him, we imagine the bond between them slackened, 
and Lady Macbeth left much alone. She sinks slowly down- 
ward. She cannot bear darkness, and has light by her con- 
tinually: *tis her command. At last her nature, not her will, 
gives way. The secrets of the past find venta a disorder of 
sleep, the beginning perhaps of madnesss at the doctor 
fears is clear. He reports to her husband no great physical 
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mischief, but bids her attendant to remove from her all means 
by which she could harm herself, and to keep eyes on her 
constantly. It is in vain. Her death is announced by a cry 
from her women so sudden and direful that it would thrill 
her husband with horror if he were any longer capable of fear. 
In the last words of the play Malcolm tells us it is believed in 
the hostile army that she died by her own hand. And (not 
to speak of the indications just referred to) it is in accordance 
with her character that even in her weakest hour she should 
cut short by one determined stroke the agony of her life. > 
The sinking of Lady Macbeth’s nature, and the marked 
change in her nour to her husband, are most strikingly 
shea imtis cO of the banquet scene; and from this 
point pathos is mingled with awe. The guests are gone. She 
is completely extaied and onswos Macbeth in listless, 
submissive words which seem to come with difficulty. How 
strange sounds the reply ‘Did you send to him, sir ?’ to his 
imperious question about Macduff! And when he goes on, 
“waxing desperate in imagination’, to speak of new deeds of 


blood, she seems to sicken at the thought, and there is a dee 
that answer which tells at once of her care ım 
and of the misery she herself has silent y endured 


2 


You lack the season of all natures, sleep. 


We begin to think of her now less as the awful instigator of 
murder than as a woman with mych that is grand in her, and 
much that is piteous. Strange and almost ludicrous as the 
statement may sound, + she is, up to her light, a perfect wife. 
She gives her husband the best she has; and the fact that she 
never uses to him the terms of affection which, up to this point 
in the play, he employs to her, is certainly no indication 0 
want of love. She urges, appeals, reproaches, for a practica 
end, but she never recriminates, The harshness of her taunts 
is free from mere personal feeling, and also from any deep 
or more than momentary conterypt. She despises what she 
thinks the weakness which stands in the way of her husband’s 
ambition; but she does not despise him. She evidently admires 


1 Tt is not new. È 
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@ him and thinks him a great man, for whom the throne is the 

"proper place.~Her commanding attitude in the moments of 
his hesitation or fear is probably confined to them. If we con- 
sider the peculiar circumstances of the earlier scenes and the 
banquet scene, and if we examine the language of the wife and 
husband at other times, we shall come, I think, to the con- 
clusion that their habitual relations are better represented by 
the later scenes than by the earlier, though naturally they are not 
truly represented by either. Her ambition for her husband 
and herself (there was no distinction to her mind) proved 
fatal to him, far more so than the prophecies of the Witches ; 
but even when she pushed him into murder she believed she 
was helping him to do what he merely lacked the nerve to 
attempty and her part in the crime was so much less open- 
eyed than his, that, if the impossible and undramatic task of 
estimating degrees of culpability were forced on us, we should 
surely have to assign the larger share to Macbeth. 

‘Lady Macbeth,’ says Dr. Johnson, ‘is merely detested’; 
and for a long time critics generally spoke of her as though 
she were Malcolm’s ‘fiend-like queen’. In natural reaction 
we tend to insist, as I have been doing, on the other and less 
obvious side; and in the criticism of the last century there is 
even a tendency to sentimentalise the character. But it can 
hardly be doubted that Shakespeare meant the predominant 
impression tobe 


one of awe, grandeur, and horror, an t 
he never meant this impression to be lost, however it might 
be modified, as Lady Macbeth’s activity diminishes and her 
misery increases. I cannot believe that, when she said of 
Banquo and Fleance, 

But in them nature’s copy’s not eterne, 


"A 
she meant only that they would some day die; or that she felt 
any surprise when Macbeth replied, 


There’s comfort yet: they are assailable; 


though I am sure no light came into her eyes when he added 
those dreadful words, ‘Then be thou jocund’. She was list- 
less. She herself would not have moved a finger against 
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Banquo. But she thought his death, and his son’s death, might 
ease her husband’s mind, and she suggested the murders in- 
differently and without remorse. “The sleep-walking scene, 
again, inspires pity, but its main effect is one of awe. There 
is great horror in the references to blood, but it cannot be 
said that there is more than horror ;»and Campbell was surely 
right when, in alluding to Mrs. Jameson’s analysis, he insisted 
that in Lady Macbeth’s misery there is no trace of contrition.’ 
Doubtless she would have given the world to undo what she 
had done; and the thought of it kille ; arding her 

m the tragic point of view, we may truly say she was too 
great to repent.” 


* The words about Lady Macduff are of course significant of natural 
human feeling, and may have been introduced expressly to mark it, but 
they do not, I think show any fundamental change in Lady Macbeth, 
for at no time would she have suggested or approved a purposeless 
atrocity. It is perhaps characteristic that this human feeling should show 
itself most clearly in reference to an act for which she was not directly 
responsible, and in regard to which therefore she does not feel the instinct 
of self-assertion. 

„2 The tendency to sentimentalise Lady Macbeth is partly due to Mrs. 
Siddons’s fancy that she was a small, fair, blue-eyed woman, ‘perhaps 
even fragile’. Dr. Bucknill, who was unacquainted with this fancy, inde- 
pendently determined that she was ‘beautiful and delicate’, ‘unopp- 
pressed by weight of flesh’, ‘probably small’, but ‘a tawny or brown 
blonde’, with grey eyes: and Brandes affirms that she was lean, slight, and 
hard. They know much more than Shakespeare, who tells us absolutely 
nothing on these subjects. That Lady Macbeth, after taking part in a 
murder, was so exhausted as to faint, will hardly demonstrate her fragility- 
That she must have been blue-eyed, fair, or ted-haired, because she was 
a Celt, is a bold inference, and it is an idle dream that Shakespeare had 
any idea of making her or her husband characteristically Celtic. The 
only evidence ever offered to prove that she was small is the sentence, 
‘All the perfumes of Arabia will not sweeten this little hand’; and Goliath 
might have called his hand ‘little’ in contrast with all the perfumes 0! 
Arabia. One might as well propose to prove that Othello was a sma 
man by quoting, 


I have seen the day, 
That, with this little arm and this good sword, 
I have made my way through more impediments 
Than twenty times your stop. P 


The reader is at liberty to imagine Lady Macbeth’s person in the way 
that pleases him best, or to leave it, as Shakespeare very likely did, 
unimagined. [continued] 
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2 Bonge) 

The main interest of the character of Banquo arises from 
the changes that take place in him, and from the influence of the 
Witches upon him. And it is curious that Shakespeare’s inten- 
tion here is so frequently missed. Banquo being at first strongly 
contrasted with Macbeth, as an innocent man with a guilty, it 
seems to be supposed that this contrast must be continued 
to his death; while, in reality, though it is never removed, it 
is gradually diminished. Banquo in fact may be described 
much more truly than Macbeth as the victim of the Witches. 
“If we follow his story this will be evident. 

‘He bore a part only less distinguished than Macbeth’s in 
the battles against Sweno and Macdonwald. He and Macbeth 
are called ‘our captains’, and when they meet the Witches 
they are traversing the ‘blasted heath’! alone together. Ban- 
quo accosts the strange shapes without the slightest fear. They 
lay their fingers on their lips, as if to signify that they will not, 
or must not, speak to him. To Macbeth’s brief appeal, ‘Speak, 
if you can: what are you ?’ they at once reply, not by saying 
what they are, but by hailing him Thane of Glamis, Thane of 
Cawdor, and King hereafter. Banquo is greatly surprised that 
his partner should start as if in fear; and observes that he is at 
once ‘rapt’; and he bids the Witches, if they know the future, 
to prophecy to him, who neither begs their favour nor fears 
their hate. Macbeth, looking back ata later time, remembers 
Banquo’s daring, and how 


he chid the sisters, 
When first they put the name of king upon me, 
And bade them speak to him. 


Perhaps it may be well to add that there is not the faintest trace in the 
play of the idea occasionally met with, and to some extent embodied in 
Madame Bernhardt’s impersonation of Lady Macbeth, that her hold 
upon her husband lay in seductive attractions deliberately exercised, 
Shakespeare was not unskilled or squeamish in indicating such ideas, 


1 That it is Macbeth who feels the harmony between the desolation of 
the heath and the figures who appear on it is a characteristic touch. 


320 Shakespearean Tragedy 


‘Chid’ is an exaggeration; but Banquo is evidently a bold 
man, probably an ambitious one, and certainly has no lurking 
guilt in his ambition. On hearing the predictions concerning 
himself and his descendants he makes no answer, and when the 
Witches are about to vanish he shows none of Macbeth’s 
feverish anxiety to know more. On their vanishing he is simply 
amazed, wonders if they were anything but hallucinations, 
makes no reference to the predictions till Macbeth mentions 
them, and then answers lightly. 

When Ross and Angus, entering, announce to Macbeth 
that he has been made Thane of Cawdor, Banquo exclaims, 
aside, to himself or Macbeth, ‘What! can the devil speak 
true?’ He now believes that the Witches were real beings 
and the ‘instruments of darkness’. When Macbeth, turning 
to him, whispers, 


Do you not hope your children shall be kings, 
When those that gave the Thane of Cawdor to me 
Promised no less to them? 


he draws with the boldness of innocence the inference which 
is really occupying Macbeth, and answers, 


A That, trusted home, 
Might yet enkindle you unto the crown 
Beside the thane of Cawdor. 


Here he still speaks, I think, in a free, off-hand, even jesting,’ 
manner (‘enkindle’ meaning merely ‘excite you to hope for’). 
But then, possibly from noticing something in Macbeth’s 
face, he becomes graver, and goes on, with a significant ‘but’ 


But ’tis strange: 
And oftentimes, to win us to our harm, 
The instruments of darkness tell us truths, 
Win us with honest trifles, to betray’s 
In deepest consequence, f 


* So, in Holinshed, ‘Banquho jested with him and sayde, now Makbeth 
thou haste obtayned those things which the twoo former sisters pro- 


phesied, there remayneth onely for thee to purchase that which the thi 
sayd should come to passe’. 
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He afterwards observes for the second time that his partner 
is ‘rapt’; but he éxplains his abstraction naturally and sin- 
cerely by referring to the surprise of his new honours; and at 
the close of the scene, when Macbeth proposes that they shall 
discuss the predictions together at some later time, he answers 
in the cheerful, rather bluff manner, which he has used almost 
throughout, ‘Very gladly’. Nor was there any reason why 
Macbeth’s rejoinder, ‘Till then, enough’, should excite mis- 
givings in him, though it implied a request for silence, and 
though the whole behaviour of his partner during the scene 
must have looked very suspicious to him when the prediction 
of the crown was made good through the murder of Duncan. 

In the next scene Macbeth and Banquo join the King, who 
welcomes them both with the kindest expressions of gratitude 
and with promises of favours to come. Macbeth has indeed 
already received a noble reward. Banquo, who is said by the 
King to have ‘no less deserved’, receives as yet mere thanks. 
His brief and frank acknowledgment is contrasted with Mac- 
beth’s laboured rhetoric; and, as Macbeth goes out, Banquo 
turns with hearty praises of him to the King. 

And when next we see him, approaching Macbeth’s castle 
in company with Duncan, there is still no sign of change. 
Indeed he gains on us. It is he who speaks the beautiful lines, 


This guest of summer, 
The temple-haunting martlet, does approve, 
By his loved mansionry, that the heayen’s breath 
Smells wooingly here: no jutty, frieze, 
Buttress, nor coign of vantage, but this bird 
Hath made his pendent bed and procreant cradle: 
Where they most breed and haunt, I haye observed, 
The air is delicate; 
—lines which tell of that freedom of heart, and that sym- 
pathetic sense of peace and beauty, which the Macbeth of the 
tragedy could never feel. | 
But now Banquo’s sky begins to darken. At the opening of 
the Second Act we see him with Fleance crossing the court 
of the castle on his way to bed. The blackness of the moonless, 
starless night seems to oppress him. And he is oppressed by 
something else. 
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A heavy summons lies like lead upon me, 

And yet I would not sleep: merciful powers, 
Restrain in me the cursed thoughts that nature 
Gives way to in repose! 


On Macbeth’s entrance we know what Banquo means: he says 
to Macbeth — and it is the first time he refers to the subject 
unprovoked, 


I dreamt last night of the three weird sisters. 


His will is still untouched : he would repel the ‘cursed thoughts’ ; 
and they are mere thoughts, not intentions. But still they are 
‘thoughts’, something more, probably, than mere recollections; _ 
and they bring with them an undefined sense of guilt. The 
poison has begun to work. K 

The passage that follows Banquo’s words to Macbeth is 
difficult to interpret: 


I dreamt last night of the three weird sisters: 
To you they have show’d some truth. 


Macb. I think not of them; 
Yet, when we can entreat an hour to serve, 


We would spend it in some words upon that business, 
If you would grant the time. 


Ban. At your kind’st leisure. 
Macb. If you shall cleave to my consent, when ’tis, 
It shall make honour for you. 


Ban. So I lose none 
In seeking to augment it, but still keep 
My bosom franchised and allegiance clear, 
I shall be counselled. 


Macb. Good repose the while! 
Ban. Thanks, sir: the like to you! 


Macbeth’s first idea is, apparently, simply to free himself 
from any suspicion which the discovery of the murder might 
suggest, by showing himself, just before it, quite indifferent to 
the predictions, and merely looking forward to a conversation 
about them at some future time. But why does he go on, * 

you shall cleave’, etc. ? Perhaps he foresees that, on the dis- 
covery, Banquo cannot fail to suspect him, and thinks it safest 
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to prepare the way at once for an understanding with him (in 
the original story he makes Banquo his accomplice before 
the murder). Banquo’s answer shows three things, — that he 
fears a treasonable proposal, that he has no idea of accepting 
it, and that he has no fear of Macbeth to restrain him from 
showing what is in his mind. 

Duncan is murdered. In the scene of discovery Banquo of 
course appears, and his behaviour is significant. When he 
enters, and Macduff cries out to him, 


O Banquo, Banquo, 
Our royal master’s murdered, ~ 


and Lady Macbeth, who has entered a moment before, 
exclaims, 
Woe, alas! 
What, in our house? 
his answer, 
Too cruel anywhere, 


shows, as I have pointed out, repulsion, and we may be pretty 
sure that he suspects the truth at once. After a few words 
to Macduff he remains absolutely silent while the scene is 
continued for nearly forty lines. He is watching Macbeth 
and listening as he tells how he put the chamberlains to death 
in a frenzy of loyal rage. At last Banquo appears to have made 
up his mind. On Lady Macbeth’s fainting he proposes that 
they shall all retire, and that they shall afterwards meet, 


And question this most bloody piece of work 

To know it further. Fears and scruples" shake us: 
In the great hand of God I stand, and thence 
Against the undivulged pretence? I fight 

Of treasonous malice. 


His solemn language here reminds us of his grave words about 
‘the instruments of darkness’, and of his later prayer to the 
merciful powers’. He is profoundly shocked, full of inditna. 


tio i 
fons and determined to play the part of a brave and honest 


1=doubts. 4=design. 
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But he plays no such part. When next we see him, on the 
last day of his life, we find that he has yielded to evil. The 
Witches and his own ambition have conquered him. He alone 
of the lords knew of the prophecies, but he has said nothing 
of them. He has acquiesced in Macbeth’s accession, and in 
the official theory that Duncan’s sons had suborned the 
chamberlains to murder him. Doubtless, unlike Macduff, he 
was present at Scone to see the new king invested. He has, 
not formally but in effect, ‘cloven to’ Macbeth’s ‘consent ; 


he is knit to him by ‘a most indissoluble tie’; his advice in 


council has been ‘most grave and prosperous’; he is to be 
the ‘chief guest’ at that night’s supper. And his soliloquy 
tells us why: 


Thou hast it now: king, Cawdor, Glamis, all, 

As the weird women promised, and, I fear, 

Thou play’dst most foully for’t: yet it was said 

It should not stand in thy posterity, 

But that myself should be the root and father 

Of many kings. If there come truth from them — 
As upon thee, Macbeth, their speeches shine — 
Why, by the verities on thee made good, 

May they not be my oracles as well, 

And set me up in hope? But hush! no more. 


This ‘hush ! no more’ is not the dismissal of ‘cursed thoughts’: 
it only means that he hears the trumpets announcing the 
entrance of the King and Queen. 


His punishment comes swiftly, much more swiftly than Mac- | 


beth’s, and saves him from any further fall. He is a very fear- 
less man, and still so far honourable that he has no thought 0 
acting to bring about the fulfilment of the prophecy which 
has beguiled him. And therefore he has no fear of Macbeth. 
But he little understands him. To Macbeth’s tormented mind 
Banquo’s conduct appears highly suspicious. Why has this 
bold and circumspect! man kept his secret and become his 


ttis much he dares, 
And, to that dauntless temper of his mind, 
He hath a wisdom that doth guide his valour 
To act in safety. 
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chief adviser ? In order to make good his part of the predictions 
after Macbeth’s own precedent. Banquo, he is sure, will 
suddenly and secretly attack him. It is not the far-off accession 
of Banquo’s descendants that he fears; it is (so he tells himself) 
swift murder; not that the ‘barren sceptre’ will some day 
droop from his dying hand, but that it will be wrenched away 
now (III. i. 62).2 So he kills Banquo. But the Banquo he kills 
is not the innocent soldier who met the Witches and daffed 
their prophecies aside, nor the man who prayed to be delivered 
from the temptation of his dreams. 

Macbeth leaves on most readers a profound impression of 
the misery of a guilty conscience and the retribution of crime. 
And the strength of this impression is one of the reasons why 
the tragedy is admired by readers who shrink from Othello 
and are made unhappy by Lear. But what Shakespeare per- 
haps felt even more deeply, when he wrote this play, was the 
incalculability of evil, — that in meddling with it human 
beings do they know not what. The soul, he seems to feel, is a 
thing of such inconceivable depth, complexity, and delicacy, 
that when you introduce into it, or suffer to develop in it, any 
change, and particularly the change called evil, you can form 
only the vaguest idea of the reaction you will provoke. All 
you can be sure of is that it will not be what you expected, and 
that you cannot possibly escape it. Banquo’s story, if truly 
apprehended, produces this impression quite as strongly as the 
more terrific stories of the chief characters, and perhaps even 
more clearly, inasmuch as he is nearer to average human nature, 
has obviously at first a quiet conscience, and uses with evident 
sincerity the language of religion. 


1 So when he hears that Fleance has escaped he is not much troubled 
(im. iv. 29): 
The worm that’s fled 
Hath nature that in time will venom breed, 
No teeth for the present. 


I have repeated above what I have said before, because the meaning of 
Macbeth’s soliloquy is frequently misconceived. 
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Apart from his story Banquo’s character is not very inter- 
esting, nor is it, I think, perfectly individual. And this holds 
goo of the rest of the minor characters, They are sketched 
lightly, and are seldom od further than the strict pur- 
poses of the action required. From this point of view they are 
inferior to several of the less important figures in each of the 
other three tragedies. The scene in which Lady Macduff and 
her child appear, and the passage where their slaughter 1s 
reported to Macduff, have much dramatic value, but in neither 
case is the effect due to any great extent to the special characters 
of the persons concerned. Neither they, nor Duncan, nor 
Malcolm, nor even Banquo himself, have been imagine 
intensely, and therefore they do not produce that sense of 
unique personality which Shakespeare could convey in 4 
much smaller number of lines than he gives to most of them.’ 
And this is of course even more the case with persons like 
Ross, Angus, and Lennox, though each of these has dis- 
tinguishable features. I doubt if any other great play © 
Shakespeare’s contains so many speeches which a student 0 
the play, if they were quoted to him, would be puzzled to 
assign to the speakers. Let the reader turn, for instance, tO 
the second scene of the Fifth Act, and ask himself why the 
names of the persons should not be interchanged in ail the 
ways mathematically possible. Can he find, again, any signs 
of character by which to distinguish the speeches of Ross an 
Angus in Act I. scenes ii. and iii., or to determine that Malcolm 
must have spoken 1. iv. 2-11? Most of this writing, we may 
almost say, is simply Shakespeare’s writing, not that of Shake- 
speare become another person. And can anything like the 
same proportion of such writing be found in Hamlet, Othello 
or King Lear ? 

Is it possible to guess the reason of this characteristic of 
Macbeth? I cannot believe it is due to the presence of a second 
hand. The writing, mangled by the printer and perhaps bY 


1 Virgilia i P . $ ta 
ae eala in Coriolanus is a famous example. She speaks about thirty’ 


' 


| 


J 


| 
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‘the players’, seems to be sometimes obviously Shakespeare’s, 
sometimes sufficiently Shakespearean to repel any attack not 
based on external evidence. It may be, as the shortness of the 
play has suggested to some, that Shakespeare was hurried, 
and, throwing all his weight on the principal characters, did 
not exert himself in dealing with the rest. But there is another 
possibility which may be worth considering. Macbeth is 
distinguished by its simplicity, — by grandeur in simplicity, 
no doubt, but still by simplicity. The two great figures indeed 
can hardly be called simple, except in comparison with such 
characters as Hamlet and Iago; but in almost every other 
respect the tragedy has this quality. Its plot is quite plain. 
It has very little intermixture of humour. It has little pathos 
except of the sternest kind. The style, for Shakespeare, has 
not much variety, being generally kept at a higher pitch than 
in the other three tragedies; and there is much less than usual 
of the interchange of verse and prose. All this makes for 
simplicity of effect. And, this being so, is it not possible that 
Shakespeare instinctively felt, or consciously feared, that to 
give much individuality or attraction to the subordinate figures 
would diminish this effect, and so, like a good artist, sacrificed 
a part to the whole? And was he wrong? He has certainly 
avoided the overloading which distresses us in King Lear, 
and has produced a tragedy utterly unlike it, not much less 
great as a dramatic poem, and as a drama superior. 

I would add, though without much confidence, another 
suggestion. The simplicity of Macbeth is one of the reasons 
why many readers feel that, in spite of its being intensely 
‘romantic’, it is less unlike a classical tragedy than Hamlet 
or Othello or King Lear. And it is possible that this effect is, 
in a sense, the result of design. Ido not mean that Shakespeare 
intended to imitate a classical tragedy ; I mean only that he 
may have seen in the bloody story of Macbeth a subject suit- 
able for treatment in a manner somewhat nearer to that of 
Seneca, or of the English Senecan plays familiar to him in his 
youth, than was the manner of his own mature tragedies. The 
Witches doubtless are ‘romantic’, but so is the witch-craft in 


1 The percentage of prose is, roughly, in Hamlet 303, in Othello 16}, in 
King Lear 274, in Macbeth 84. 
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si it is difficult to 
Seneca’s Medea and Hercules Oetaeus ; indeed it is difficu 
read the account of Medea’s preparations (670-739) without 
being reminded of the incantation in Macbeth. Bangia Z 
Ghost again is ‘romantic’, but so are Seneca’s ghosts. For t S 
swelling of the style in some of the great passages — howeve 
immeasurably superior these may be to anything in Seneca ia 
and certainly for the turgid bombast which occasionally 
appears in Macbeth, and which seems to have horrified J ons 
Shakespeare might easily have found a model in Seneca. 
Did he not think that this was the high Roman manner ? Dee 
not the Sergeant’s speech, as Coleridge observed, recall t g 
style of the ‘passionate speech’ of the Player in Hamlet ay 
speech, be it observed, on a Roman subject ?} And is it entirely 
an accident that parallels between Seneca and Shakespeare 
seem to be more frequent in Macbeth than in any other of his 
undoubtedly genuine works except perhaps Richard II, a 
tragedy unquestionably influenced either by Seneca or by 
English Senecan plays ?? If there is anything in these sug- 
gestions, and if we suppose that Shakespeare meant to give 


* Cf. Note F. There are also in Macbeth several shorter passages which 
recall the Player’s speech. Cf.‘ Fortune... showed like a rebel’s whore 
Q. ii. 14). ‘Out! out! thou strumpet Fortune!’ d 

The form ‘eterne’ occurs in Shakespeare only in Macbeth, m. ii. 38, an 
in the ‘proof eterne’ of the Player’s speech. Cf. ‘So, as a painted tyrant, 
Pyrrhus stood,’ with Macbeth, v. viii. 26; ‘the rugged Pyrrhus, like the 
Hyrcanian beast’, with ‘the tugged Russian bear... . or the Hyreatt 
tiger’ (Macbeth, m. iv. 100); ‘like a neutral to his will and matter mo 
Macbeth, 1. v. 47. The words ‘Till he unseam’d him from the nave to i 
chaps’, in the Sergeant's speech, recall the words ‘Then from the nave 
to the throat at once He ript old Priam’, in Dido Queen of Carthage, whert 
these words follow those others, about Priam falling with the mere win! 
of Pyrrhus’ sword, which seem to have suggested ‘the whiff and wind ©! 
his fell sword’ in the Player's speech. he 

? See Cunliffe, The Influence of Seneca on Elizabethan Tragedy. an 
most famous of these parallels is that between ‘Will all great Neptun! 
Ocean’, etc., and the following passages : 


Quis eluet me Tanais? aut quae barbaris 
Maeotis undis Pontico incumbens mari? 
Non ipse toto magnus Oceano pater 
Tantum expiarit sceleris. (Hipp. 715.) 

Quis Tanais, aut quis Nilus, aut quis Persica 
Violentus unda Tigris, aut Rhenus ferox, 


Macbeth 329 


to his play a certain classical tinge, he might naturally carry out 
this idea in respect to the characters, as well as in other 
respects, by concentrating almost the whole interest on the 
important figures and leaving the others: comparatively 
shadowy. 


4 


Macbeth being more simple than the other tragedies, and 
broader and more massive in effect, three passages in it are 
of great importance as securing variety in tone, and also as 
affording relief from the feelings excited by the Witch-scenes 
and the principal characters. They are the passage where the 
Porter appears, the conversation between Lady Macduff and 
her little boy, and the passage where Macduff receives the 
news of the slaughter of his wife and babes. Yet the first of 
these, we are told even by Coleridge, is unworthy of Shake- 
speare and is not his; and the second, with the rest of the 
scene which contains it, appears to be usually omitted in 
stage representations of Macbeth. 

I question if either this scene or the exhibition of Macduff’s 
grief is required to heighten our abhorrence of Macbeth’s 
cruelty. They have a technical value in helping to give the last 
stage of the action the form of a conflict between Macbeth 
and Macduff. But their chief function is of another kind. It 
is to touch the heart with a sense of beauty and pathos, to 


Tagusve Ibera turbidus gaza fluens, 

Abluere dextram poterit? Arctoum licet 
Maeotis in me gelida transfundat mare, 

Et tota Tethys per meas currat manus, 
Haerebit altum facinus. (Herc. Furens, 1323.) 


(The reader will remember Othello’s ‘Pontic sea’ with its ‘violent pace ’.) 
Medea’s incantation in Ovid’s Metamorphoses, vii. 197 ff., which certainly 
suggested Prospero’s speech, Tempest, V. i. 33 ff., should be compared 
with Seneca, Herc. Oet., 452 ff., ‘Artibus magicis,’ etc. It is of course 
highly probable that Shakespeare read some Seneca at school. I may 
add that in the Hippolytus, besides the passage quoted above, there are 
others which might have furnished him with suggestions. Cf. for instance 
Hipp. 30 ff., with the lines about the Spartan hounds in Mids. Night's 
Dream, 1v.i. 117 ff., and Hippolytus’ speech, beginning 483, with the Duke’s 
speech in As You Like It, 1. i. 
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open the springs of love and of tears. Shakespeare is loved 
for the sweetness of his humanity, and because he makes this 
kind of appeal with such irresistible persuasion ; and the reason 
why Macbeth, though admired as much as any work of his, is 
scarcely loved, is that the characters who predominate cannot 
make this kind of appeal, and at no point are able to inspire 
unmingled sympathy. The two passages in question supply 
this want in such measure as Shakespeare thought advisable 
in Macbeth, and the play would suffer greatly from their 
excision. The second, on the stage, is extremely moving, an 

Macbeth’s reception of the news of his wife’s death may be 
intended to recall it by way of contrast. The first brings a relie 
even greater, because here the element of beauty is more 
marked, and because humour is mingled with pathos. 10 
both we escape from the oppression of huge sins and sufferings 
_ into the presence of the wholesome affections of unambitious 
hearts; and, though both scenes are painful and one dreadful, 
our sympathies can flow unchecked. 

Lady Macduff is a simple wife and mother, who has no 
thought for anything beyond her home. Her love for het 
children shows her at once that her husband’s flight exposes 
them to terrible danger. She is in an agony of fear for them, 
and full of indignation against him. It does not even occur 
to her that he has acted from public spirit, or that there 1$ 
such a thing. 


What had he done to make him fly the land? 


He must have been mad to do it. He fled for fear. He does 
not love his wife and children.. He is a traitor. The poor SoU 
is almost beside herself — and with too good reason. But 
when the murderer bursts in with the question ‘Where is your 
husband ?’ she becomes in a moment the wife, and the great 
noble’s wife: ` 


I hope, in no place so unsanctified 
Where such as thou may’st find him. 


_What did Shakespeare mean us to think of Macdufi’s 
flight, for which Macduff has been much blamed by others 


* Cf. Coleridge’s note on the Lady Macduff scene. 


———————— a lO 
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beside his wife? Certainly not that fear for himself, or want 
of love for his family, had anything to do with it. His love for 
his country, so strongly marked in the scene with Malcolm, 
is evidently his one motive. 


He is noble, wise, judicious, and best knows 
The fits o’ the season, 


says Ross. That his flight was ‘noble’ is beyond doubt. That 
it was not wise or judicious in the interest of his family is no 
less clear. But that does not show that it was wrong; and, 
even if it were, to represent its consequences as a judgment 
on him for his want of due consideration is equally monstrous 
and ludicrous.1 The further question whether he did fail in 
due consideration, or whether for his country’s sake he de- 
liberately risked a danger which he fully realised, would in 
Shakespeare’s theatre have been answered at once by Macduft’s 
expression and demeanour on hearing Malcolm’s words, 


Why in the rawness left you wife and child, 
Those precious motives, those strong knots of love, 
Without leave-taking? 


It cannot be decided with certainty from the mere text; but, 
without going into the considerations on each side, I may 
express the opinion that Macduff knew well what he was doing 


1It is nothing to the purpose that Macduff himself says, 


Sinful Macduff, 
= They were all struck for thee! naught that I am, 
Not for their own demerits, but for mine, 
Fell slaughter on their souls. 


There is no reason to suppose that the sin and demerit he speaks of is that 
of leaving his home. And even if it were, it is Macduff that speaks, not 
Shakespeare, any more than Shakespeare speaks in the preceding sentence, 


2 Did heaven look on, 
And would not take their part? 


And yet Brandes (ii. 104) hears in these words ‘the voice of revolt... 
that sounds later through the despairing philosophy of King Lear’. It 
sounds a good deal earlier too; e.g. in Tit. And., tv. i. 81, and 2 Henry VI, 
u. i. 154. The idea is a commonplace of Elizabethan tragedy. 
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and that he fled without leave-taking for fear his purpose 
should give way. Perhaps he said to himself, with Coriolanus, 


Not of a woman’s tenderness to be, 
Requires nor child nor woman’s face to see. 


Little Macduff suggests a few words on Shakespeare’s boys 
(there are scarcely any little girls). It is somewhat curious ha 
nearly all of them appear in tragic or semi-tragic dramas. id 
remember but two exceptions: little William Page, who sal 
his Hic, haec, hoc to Sir Hugh Evans; and the page befor 
whom Falstaff walked like a sow that hath overwhelmed a 
her litter but one; and it is to be feared that even this page, 
if he is the Boy of Henry V, came to an ill end, being killed 
with the luggage. ‘ 


So wise so young, they say, do ne’er live long, 


as Richard observed of the little Prince of Wales. Of too 
many of these children (some of the ‘boys’, e.g. those in 
Cymbeline, are lads, not children) the saying comes true- 
They are pathetic figures, the more so because they so often — 
appear in company with their unhappy mothers, and can never 
be thought of apart from them. Perhaps Arthur is even the 
first creation in which Shakespeare’s power of pathos showe' 
itself mature ;? and the last of his children, Mamillius, assuredly 
Proves that it never decayed. They are almost all off them 
noble figures, too, — affectionate, frank, brave, high-spirited, 
‘of an open and free nature’ like Shakespeare’s best men. 
And almost all of them, again, are amusing and charming — 
as well as pathetic; comical in their mingled acuteness an 
naiveté, charming in their confidence in themselves and the — 
world, and in the seriousness with which they receive the 
jocosity of their elders, who commonly address them as strong 
men, great warriors, or profound politicians. 5 

Little Macduff exemplifies most of these remarks. There i$ 
nothing in the scene of a transcendent kind, like the passag? 


(And the idea that it was the death of his son Hamnet, aged eleven: 
that brought this power to maturity is one of the more plausible attemp’ 
to find in his dramas a reflection of his private history. It implies howe” 
as late a date as 1596 for King John. 


x% 
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about Mamillius’ never-finished ‘“Winter’s Tale’ of the man 
who dwelt by a churchyard, or the passage about his death, 
or that about little Marcius and the butterfly, or the audacity 
which introduces him, at the supreme moment of the tragedy, 
outdoing the appeals of Volumnia and Virgilia by the state- 
ment, 
°A shall not tread on me: 
Pll run away till I’m bigger, but then I'll fight. 


Still one does not easily forget little Macduff’s delightful and 
well-justified confidence in his ability to defeat his mother in 
argument; or the deep impression she made on him when she 
spoke of his father as a ‘traitor’; or his immediate response 
when he heard the murderer call his father by the same name,— 


Thou liest, thou shag-haired villain. 


Nor am I sure that, if the son of Coriolanus had been mur- 
dered, his last words to his mother would have been, ‘Run 
away, I pray you.’ 

I may add two remarks. The presence of this child is one 
of the things in which Macbeth reminds us of Richard III. 
And he is perhaps the only person in the tragedy who provokes 
a smile. I say ‘perhaps’, for though the anxiety of the Doctor 
to escape from the company of his patient’s husband makes 
one smile, I am not sure that it was meant to. 


5 


X fhe Porter does not make me smile: the moment is too 
terrific. He is grotesque; no doubt the contrast he affords is 
humorous as well.as ghastly ; I dare say the groundlings roared 
with laughter at his coarsest remarks. But they are not comic 
enough to allow one to forget for a moment what has preceded 
and what must follow» And I am far from complaining of this, 
I believe that it is what Shakespeare intended, and that he 
despised the groundlings if they laughed. Of course he could 
have written without the least difficulty speeches five times as 
humorous; but he knew better. The Grave-diggers make us 
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laugh; the old Countryman who brings the asps to Cleopatra 
makes us smile at least. But the Grave-digger scene does not 
come at a moment of extreme tension; and it is long. Our 
distress for Ophelia is not so absorbing that we refuse to be 
interested in the man who digs her grave, or even continue 
throughout the long conversation to remember always with 
pain that the grave is hers. It is fitting, therefore, that he should 
be made decidedly humorous. The passage in Antony an 
Cleopatra is much nearer to the passage in Macbeth, and seems 
to have been forgotten by those who say that there is nothing 
in Shakespeare resembling that passage.! The old Country- 
man comes at a moment of tragic exaltation, and the dialogue 
is appropriately brief. But the moment, though tragic, 1$ 
emphatically one of exaltation. We have not been feeling — 
horror, nor are we feeling a dreadful suspense. We are going 
to see Cleopatra die, but she is to die gloriously and to triump 
over Octavius. And therefore our amusement at the ol 
Countryman and the contrast he affords to these high passions, 
is untroubled, and it was right to make him really comic. 
But the Porter’s case is quite different. We cannot forget how 
the knocking that makes him grumble sounded to Macbeth, 
or that within a few minutes of his opening the gate Duncan 
will be discovered in his blood; nor can we help feeling that 
in pretending to be porter of hell-gate he is terribly near the — 
truth. To give him language so humorous that it would ask 
us almost to lose the sense of these things would have been 4 
fatal mistake, — the kind of mistake that means want O! — 
dramatic imagination. And that was not the sort of error — 
into which Shakespeare fell. 

To doubt the genuineness of the passage, then, on the ground 
that it is not humorous enough for Shakespeare, seems to mM? 
to show this want. It is to judge the passage as though it 
were a separate composition, instead of conceiving it in the 
fullness of its relations to its surroundings in a stage-play. 
Taken by itself, I admit, it would bear no indubitable mark ©. 
Shakespeare’s authorship, not even in the phrase ‘the primrose 
way to the everlasting bonfire’, which Coleridge though 


* Even if this were true, the retort is obvious that neither is there any- 
thing resembling the murder-scene in Macbeth. 
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Shakespeare might have added to an interpolation of ‘the 
players’. And if there were reason (as in my judgment there is 
not) to suppose that Shakespeare thus permitted an interpolation 
or that he collaborated with another author, I could believe that 
he left ‘the players’ or his collaborator to write the words of 
the passage. But that anyone except the author of the scene 
of Duncan’s murder conceived the passage is incredible.? 

The speeches of the Porter, a low comic character, are in 
prose. So is the letter of Macbeth to his wife. In both these 
cases Shakespeare follows his general rule or custom+’The 
only other prose-speeches occur in the sleep-walking scene, and~ 
here the use of prose may seem strange. For in great tragic 
scenes we expect the more poetic medium of expression and 
this is one of the most famous of such scenes. Besides, unless. 
I mistake, Lady Macbeth is the only one of Shakespeare’s 


1] have confined myself to the single aspect of this question on which 
I had what seemed something new to say. Professor Hales’s defence of 
the passage on fuller grounds, in the admirable paper reprinted in his 
Notes and Essays on Shakespeare, seems to me quite conclusive. I may 
add two notes. (1) The references in the Porter’s speeches to ‘equivoca- 
tion’, which have naturally, and probably rightly, been taken as allusions 
to the Jesuit Garnet’s appeal to the doctrine of equivocation in defence 
of his perjury when on trial for participation in the Gunpowder Plot, 
do not stand alone in Macbeth. The later prophecies of the Witches 
Macbeth calls ‘the equivocation of the fiend That lies like truth” (v. v. 43); 
and the Porter's remarks about the equivocator who ‘could swear in both 
the scales against either scale, who committed treason enough for God’s 
sake, yet could not equivocate to heaven’, may be compared with the 
following dialogue (1v. ii. 45): 


Son. What is a traitor? 
è Lady Macduff. Why, one that swears and lies. 
» Son. And be all traitors that do so? 
- Lady Macduff. Everyone that does so is a traitor, and must be 
anged. 


Garnet, as a matter of fact, was hanged in May, 1606; and it is to be 
feared that the audience applauded this passage. b 

(2) The Porter’s soliloquy on the different applicants for admittance 
has, in idea and manner, a marked resemblance to Pompey’s soliloquy 
on the inhabitants of the prison, in Measure for Measure, Iv. iii. 1 ff.; and 
the dialogue between him and Abhorson on the ‘mystery’ of hanging 
(wv. ii. 22 ff.) is of just the same kind as the Porter’s dialogue with Macduff 
about drink. D 
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great tragic characters who on a last appearance is denied 
the dignity of a 2 
“Yet in this scene also he adheres to his custom. Somnam- 
bulism is an abnormal condition, and it is his general rule to 
assign prose to persons whose state of mind is abnormal, Thus, 
to illustrate from these four plays, Hamlet when playing the 
madman speaks prose, but in soliloquy, in talking with Horatio, 
and in pleading with his mother, he speaks verse. Ophelia 
-in her madness either sings snatches of songs or speaks prose. 
Almost all Lear’s speeches, after he has become definitely 
insane, are in prose: where he wakes from sleep recovered, 
the verse returns. The prose enters with that speech which 
closes with his trying to tear off his clothes; but he speaks in‘ 
verse — some of it very irregular — in the Timon-like speeches — 
where his intellect suddenly in his madness seems to regaiD 
the force of his best days (IV. vi.). Othello, in rv. i., speaks 10 
verse till the moment when Iago tells him that Cassio has con- 
fessed. There follow ten lines of prose — exclamations and 
mutterings of bewildered horror — and he falls to the groun 
unconscious. 
_ The idea underlying this custom of Shakespeare’s evidently © 
is that the regular rhythm of verse would be inappropriate 
where the mind is supposed to have lost its balance and to be 
“at the mercy of chance impressions coming from without (as 
sometimes with Lear), or of ideas emerging from its unconscious — 
depths and pursuing one another across its passive surface. 
The somnambulism of Lady Macbeth is such a condition. ~ 
1 here is no rational connection in the sequence of images an 
ideas. The sight of blood on her hand, the sound of the clock 
1In the last Act, however, he s i i el with 
Laertes at Ophelia’s grave. Tt oat be BIEN tere ae either 
from his imitating what he thinks the rant of Laertes, or by supposing - 
that his ‘towering passion’ made him forget to act the madman. But i? 
the final scene also he speaks in verse in the presence of all. This again 
might be accounted for by saying that he is supposed to be in a lucid 
interval, as indeed his own language at 239 ff. implies. But the proba- 
bility is that Shakespeare’s real reason for breaking his rule here WaS 
simply that he did not choose to deprive Hamlet of verse on his last 
appearance. I wonder the disuse of prose in these two scenes has not bee? 
observed, and used as an argument, by those who think that Hamlet, 


with the commission in his pocket, is now resolute. È 
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striking the hour for Duncan’s murder, the hesitation of her 
husband before that hour came, the vision of the old man in 


tis not 
order of Ophelia’s ideas; the 
great difference is that with Ophelia total insanity has effaced 
nal force of the ideas, whereas 
age or perception comes laden 
scarcely a sign of the exaltation 
we are conscious tather of an 


s its way into light against resis- 
tance, and speaks a language for the most part strikingly bare 
in its diction and simple in its construction. This language 


The effect is extraordinarily impressivı 
and power of Lady Macbeth’s first sp 


attempt, even by Shakespeare, to 
in this awe, would but weaken i 
the language of poetry — even 
to be touched with unreality, 
seem the only voice of truth.2 


1 The verse-speech of the Doctor, which closes this sı 
tension towards that of the next scene, His introductory conversation 
with the Gentleyoman is written in Prose (sometimes very near verse) 
Partly, perhaps, from its familiar character, but chiefly because Lady 
Macbeth is to speak in prose. 


cene, lowers the 


-— maal MņM 


Note A 


EVENTS BEFORE THE OPENING OF THE ACTION IN 
HAMLET 


In Hamlet’s first soliloquy he speaks of his father as being ‘but 
two months dead, — nay, not so much, not two’. He goes on to 
ha o the love between his father and mother, and then says 
1. ii. 145): 
And yet, within a month — 

Let me not think on’t — Frailty, thy name is woman! — , 

A little month, or ere those shoes were old n 

With which she follow’d my poor father’s body, 

Like Niobe, all tears, why she, even she — 

O God! a beast, that wants discourse of reason, 

Would have mourn’d longer — married with my uncle. 


It seems hence to be usually assumed that at this time — the time 
when the action begins —Hamlet’s mother has been married a 
little less than a month. ` 

On this assumption difficulties, however, arise, though I have 
not found them referred to. Why has the Ghost waited nea a 
month since the marriage before showing itself? Why has the ae 
waited nearly a month before appearing in public for the tuet 
time, as he evidently does in this scene? And why:has Laertes waite 
nearly a month since the coronation before asking leave to return 
to France (1. ii. 53)? ; ; 

To this g miei be replied that the marriage and the coronation 
were separated by some weeks; that, while the former pee ake 
nearly a month before the time of this scene, the latter SOW 
just taken place; and that what the Ghost cannot ba As ace te 
mete marriage, ut the season of an nee ove a the opening 
throne. But anyone who will read the “ : 
of the scene will certainly conclude that ‘the aR pas only ee 
been celebrated, and also that it is conceived as invo vane a 
sion of Claudius to the throne. Gertrude is doat ae 
‘imperial jointress’ of the State, and the King says beat Baie 
consented to the marriage, but makes no separate meni 
election, 
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The solution of the difficulty is to be found in the lines quoted 
above. The marriage followed, within a month, not the death of 
Hamlet’s father, but the funeral. And this makes all clear. The 
death happened nearly two months ago. The funeral did not suc- 
ceed it immediately, but (say) in a fortnight or three weeks. And 

` the marriage and coronation, coming rather less than a month after 
the funeral, have just taken place. So that the Ghost has not 
waited at all; nor-has the King, nor Laertes. 4 y 

On this hypothesis it follows that Hamlet’s agonised soliloquy 
is not uttered nearly a month after the marriage which has s0 
horrified him, but quite soon after it (though presumably he would À 
know rather earlier what was coming). And from this hypothesis 
we get also a partial explanation of two other difficulties. (a) When 
Horatio, at the end of the soliloquy, enters and greets Hamlet, it 
is evident that he and Hamlet have not recently met at Elsinore. 
Yet Horatio came to Elsinore for the funeral (1. ii. 176). Now even 
if the funeral took place some three weeks ago, it seems rather 
strange that Hamlet, however absorbed in grief and however with- i 
drawn from the Court, has not met Horatio; but if the funeral took — 
place some seven weeks ago, the difficulty is considerably greater. 
(b) We are twice told that Hamlet has ‘of late’ been seeking the 
society of Ophelia and protesting his love for her (1. iii. 91, 99): 
It always seemed to me, on the usual view of the chronology, rather 
difficult (though not, of course, impossible) to understand this, 
considering the state of feeling produced in him by his mother S 
marriage, and in particular the shock it appears to have given tO 
his faith in woman. But if the marriage has only just been cele 
brated the words ‘of late’ would naturally refer to a time before it. 
This time presumably would be subsequent to the death of Hamlet’s 
father, but it is not so hard to fancy that Hamlet may have sou } 
relief from mere grief in his love for Ophelia. , 
__ But here another question arises: May not the words ‘ of late ` 
include, or even wholly refer to,! a time prior to the death of 
Hamlet’s father? And this question would be answered universally, — 
I suppose, in the negative, on the ground that Hamlet was not at 
Court but at Wittenberg when his father died. I will deal with this 
idea in a separate note, and will only add here that, though it § 


* This is intrinsically not probable, and is the more improbable becaus® 
in Q 1 Hamlet’s letter to Ophelia (which must have been written before 
the action of the play begins) is signed ‘ Thine ever the most unhappy 4 
Prince Hamlet’. ‘ Unhappy’ might be meant to describe an unsuccess| gi 
Toyenyut it probably shows that the letter was written after his father — 
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quite possible that Shakespeare never imagined any of these 
matters clearly, and so produced these unimportant difficulties, we 
ought: not to assume this without examination. 


x 


Note B 


WHERE WAS HAMLET AT THE TIME OF HIS FATHER’S 
DEATH? 


The answer will at once be given: ‘At the University of Witten- 
berg. For the King says to him (i. ii. 112): 


For your intent 
In going back to school in Wittenberg, 
It is most retrograde to our desire. 


The Queen also prays him not to go to Wittenberg: and he consents 
to remain.’ 

Now I quite agree that the obvious interpretation of this passage 
is that universally accepted, that Hamlet, like Horatio, was_at 
Wittenberg when his father died; and I do not say that it is 
wrong. But it involves difficulties, and ought not to be regarded as 
certain. F 

(1) One of these difficulties has long been recognised. Hamlet, 
according to the evidence of Act v., Scene i., is thirty years of age; 
and that is a very late age for a university student. One solution 
is found (by those who admit that Hamlet was thirty) in a passage 
in Nash’s Pierce Penniless : ‘ For fashion sake some [Danes] will put 
their children to schoole, but they set them not to it till they are 
fourteene years old, so that you shall see a great boy with a beard 
learne his A.B.C. and sit weeping under the rod when he is thirty 
years old.’ Another solution, as we saw (p. 84), is found in Hamlet’s 
Character. He is a philosopher who lingers on at the University 
from love of his studies there. 

(2) But there is a more formidable difficulty, which seems to have 
escaped notice. Horatio certainly came from Wittenberg to the 
funeral, And observe how he and Hamlet meet (1. ii. 160). 


Hor. Hail to your lordship! 

Ham. : I am glad to see you well: 
Horatio, — or I do forget myself. ` 

Hor. The same, my lord, and your poor servant ever. 
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Ham. Sir, my good friend; I'll change that name with you: 
And what make you from Wittenberg, Horatio? 
Marcellus? 

Mar. My good lord — 

Ham. Iam very glad to see you. Good even, sir.! 

But what, in faith, make you from Wittenberg? 

Hor. A truant disposition, good my lord. 

Ham. I would not hear your enemy say so, 

Nor shall you do my ear that violence, 

To make it truster of your own report 
Against yourself: I know you are no truant. 
But what is your affair in Elsinore? 

We'll teach you to drink deep ere you depart. 

Hor. My lord, I came to see your father’s funeral. 

Ham. I pray thee, do not mock me, fellow-student; 

I think it was to see my mother’s wedding. 


Is not this passing strange? Hamlet and Horatio are supposed 1o 
be fellow-students at Wittenberg, and to have left it for Elsinore 
less than two months ago. Yet Hamlet hardly recognises Horatio 
at first, and speaks as if he himself lived at Elsinore (I refer to his 
bitter jest, ‘We'll teach you to drink deep ere you depart’). 
would dream that Hamlet had himself just come from Wittenberg: 
if it were not for the previous words about his going back there? 
How can this be explained on the usual view? Only, I presumes 
by supposing that Hamlet is so sunk in melancholy that he really 
does almost ‘forget himself’? and forget everything else, so tha 
he actually is in doubt who Horatio is. And this, though not 
impossible, is hard to believe. i 
‘Oh no,’ it may be answered, ‘for he is doubtful about Marcellus 
too; and yet, if he were living at Elsinore, he must have seen Mar 
cellus often.’ But he is not doubtful about Marcellus. That note 
of interrogation after ‘Marcellus’ is Capell’s conjecture: it is mi i 
in any Quarto or any Folio. The fact is that he knows perfect oe 
well the man who lives at Elsinore, but is confused by the appear { 
ance of the friend who comes from Wittenberg. t 
(3) Rosencrantz and Guildenstern are sent for, to wean Ham 
from his melancholy and to worm his secret out of him, because ) 
has known them from his youth, and is fond of them (u. ii. 1%” 


3 These three words are evidently addressed to Bernardo. 
Cf. Antonio in his melancholy (Merchant of Venice, 1. i. 6), 


And such a want-wit sadness makes of me 
That I have much ado to know myself. 
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They come to Denmark (n. ii. 247 ff.): they come therefore from 
some other country. Where do they come from? They are, we hear, 
Hamlet’s ‘school-fellows’ (m. iv. 202). And in the first Quarto 
we are directly told that they were with him at Wittenberg: 


Ham. What, Gilderstone, and Rossencraft, 
Welcome, kind school-fellows, to Elsanore. 

Gil. We thank your grace, and would be very glad 
You were as when we were at Wittenberg. 


Now let the reader look at Hamlet’s first greeting of them in 
the received text, and let him ask himself whether it is the greeting 
of a man to fellow-students whom he left two months ago: whether 
it is not rather, like his greeting of Horatio, the welcome of an old 
fellow-student, who has not seen his visitors for a considerable 
time (1m. ii. 226 f.). i 

(4) Rosencrantz and Guildenstern tell Hamlet of the players who 
are coming. He asks what players they are, and is told, * Even those 
you were wont to take such delight in, the tragedians of the city.’ 
He asks, ‘Do they hold the same estimation they did when I was 
in the city ?? Evidently he has not been in the city for some time. 
And this is still more evident when the players come in, and he talks 
of one having grown a beard, and another having perhaps cracked 
his voice, since they last met. What then is this city, where he has 
not been for some time, but where (it would appear) Rosencrantz 
and Guildenstern live? It is not in Denmark (“Comest thou to beard 
me in Denmark?’). It would seem to be Wittenberg.* r 

All these passages, it should be observed, are consistent with one 
another. And the conclusion they point to is that Hamlet has left 
the University for some years and has been living at Court. This 
again is consistent with his being thirty years of age, and with his 
being mentioned as a soldier and a courtier as well as a scholar 
(mi. i. 159). And it is inconsistent, I believe, with nothing in the 
play, unless with the mention of his ‘ going back to school in Witten- 
berg’. But it is not really inconsistent with that. The idea may 
quite well be that Hamlet, feeling it impossible to continue at 
Court, after his mother’s marriage and Claudius’ accession, thinks 
of the University where, years ago, he was so happy, and contem- 
plates a return to it. If this were Shakespeare’s meaning he might 


11n Der Bestrafte Brudermord it is Wittenberg. Hamlet says to the 
actors: ‘ Were you not, a few years ago, at the University of Witten- 
berg? 1 think I saw you act there’: Furness’s Variorum, ii. 129. But it 
is very doubtful whether this play is anything but an adaptation and 
enlargement of Hamlet as it existed in the stage represented by Q 1. 


342 — Shakespearean Tragedy 


Ham. Sir, my good friend; I'll change that name with you: 
And what make you from Wittenberg, Horatio? 
Marcellus? 

Mar. My good lord — 

Ham. Iam very glad to see you. Good even, sir.! 

But what, in faith, make you from Wittenberg? 

Hor. A truant disposition, good my lord. 

Ham. 1 would not hear your enemy say so, 

Nor shall you do my ear that violence, 

To make it truster of your own report 
Against yourself: I know you are no truant. 
But what is your affair in Elsinore? 

We'll teach you to drink deep ere you depart. 

Hor. My lord, I came to see your father’s funeral. 

Ham. I pray thee, do not mock me, fellow-student; 

I think it was to see my mother’s wedding. 


Is not this passing strange? Hamlet and Horatio are supposed to 
be fellow-students at Wittenberg, and to have left it for Elsinore 


if it were not for the previous words about his going back there? 
How can this be explained on the usual view? Only, I presume, 
by supposing that Hamlet is so sunk in melancholy that he really 


‘fo °? and forget everything else, so that 
he actually is in doubt who Horatio is. And this, though not 


And such a want-wit sadness makes of me 
That I have much ado to know myself. 
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They come to Denmark (n. ii. 247 ff.): they come therefore from 
some other country. Where do they come from? They are, we hear, 
Hamlet’s ‘school-fellows’ (m. iv. 202). And in the first Quarto 
we are directly told that they were with him at Wittenberg: 


Ham. What, Gilderstone, and Rossencraft, 
Welcome, kind school-fellows, to Elsanore. 
Gil. We thank your grace, and would be very glad 


You were as when we were at Wittenberg. 


Now let the reader look at Hamlet’s first greeting of them in 
the received text, and let him ask himself whether it is the greeting 
of a man to fellow-students whom he left two months ago: whether 
it is not rather, like his greeting of Horatio, the welcome of an old 
fellow-student, who has not seen his visitors for a considerable 
time (u. ii. 226 f.). j 

(4) Rosencrantz and Guildenstern tell Hamlet of the players who 
are coming. He asks what players they are, and is told, ‘ Even those 
you were wont to take such delight in, the tragedians of the city.’ 
He asks, ‘Do they hold the same estimation they did when I was 
in the city?’ Evidently he has not been in the city for some time. 
And this is still more evident when the players come in, and he talks 
of one having grown a beard, and another having perhaps cracked 
his voice, since they last met. What then is this city, where he has 
not been for some time, but where (it would appear) Rosencrantz 
and Guildenstern live? It is not in Denmark (‘Comest thou to beard 
me in Denmark?’). It would seem to be Wittenberg.’ ; 

All these passages, it should be observed, are consistent with one 
another. And the conclusion they point to is that Hamlet has left 
the University for some years and has been living at Court. This 
again is consistent with his being thirty years of age, and with his 
being mentioned as a soldier and a courtier as well as a scholar 
(u. i. 159). And it is inconsistent, I believe, with nothing in the 
play, unless with the mention of his ‘going back to school in Witten- 
berg’. But it is not really inconsistent with that. The idea may 
quite well be that Hamlet, feeling it impossible to continue at 
Court, after his mother’s marriage and Claudius’ accession, thinks 
of the University where, years ago, he was so happy, and contem- 
Plates a return to it. If this were Shakespeare’s meaning he might 

1 In Der Bes it is Wittenberg. Hamlet says to the 
actors: * Were (eane Bruder mord i ago, at the University of Witten- 
berg? I think I saw you act there’: Furness’s Variorum, ii. 129. But it 
is very doubtful whether this play is anything but an adaptation and 
enlargement of Hamlet as it existed in the stage represented by Q 1. 
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É ; ion ‘ goi k to school 
easily fail to notice that the expression ‘ going bac! L 
in Wittenberg ’ would naturally suggest that Hamlet had only just 
* school’, 2 
a d not see how to account for these passages except on tN 
hypothesis. But it in its turn involves a certain difficulty. Hor: ae 
Rosencrantz and Guildenstern seem to be of about the sam fu 
as Hamlet. How then do they come to be at Wittenberg? wan 
thought that this question might be answered in the following ries 
If ‘ the city’ is Wittenberg, Shakespeare would regard itas a bees, 
like London, and we might suppose that Horatio, Ro be 
and Guildenstern were living there, though they had ceased a (to 
students. But this can hardly be true of Horatio, who, when bes e 
spare Hamlet’s feelings) talks of being ‘a truant’, must me that 
truant from his University. The only solution I can suggest is ea 
in the story or play which Shakespeare used, Hamlet and the Tb a 
were all at the time of the murder young students at Witten ee! 
and that when he determined to make them older men (or to pe 
Hamlet, at any rate, older) he did not take trouble enough to cane 
this idea through all the necessary detail, and so left some inc i 
sistencies. But in any case the difficulty in the view which I sugg 


. i s 
seems to me not nearly so great as those which the usual view hā 
to meet,? 


Nore C 


HAMLET’S AGE 


The chief arguments on this question may be found in Furness’ 
Variorum Hamlet, vol. i, pp. 391 ff. I will merely explain my 
position briefly. 

Even if the general impress: 
Hamlet was @ youth of eighteen or 


l ve to my mind, on the contrary, the appearance 
of being expressly inserted in order to fix Hamlet’s age; and 
fact that they differ decidedly from 


À I Player-King speaks of having - 
been married thirty years (m. ii, 165), where again the numbel — 
differs from that in Q 1. d 

*It is perhaps worth while to note that in Der Bestrafte Brudermor@ — 
Bene is said to have been ‘in Germany” at ‘the ee op his father’s 
murder. Ñ 
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ements, I believe my 
tain. His being several 
much (nor at all when 
he is called ‘young’ simply to distinguish him from his father, as he 


be thirty). But I think we 
naturally take him to be about as old as 


aertes to Ophelia. In some pas- 
sages, again, there is an air of boyish 


thought; (2) hi 


agree with Professor D 
Statements in v.i 


owden that, apart from the 
«1» One would naturally 


take Hamlet to be a man of 


lad; that Shak 
termined to 


that, as he went on, he did so 
pas and that this is the Teason why the earlier Part of the 


Sger came to his business on the day 
D ounlet defeated Fortinbras: oa 
@) The aa ay young Hamlet was born 


been sexton 
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(4) Yorick’s skull has been in the earth twenty-three years: 
(5) Yorick used to carry young Hamlet on his back. 
This is all explicit and connected, and yields the result that Hamlet 
is now thirty. 
Q1 says: 


(1) Yorick’s skull has been in the ground a dozen years: aa 
(2) It has been in the ground ever since old Hamlet overcal 
Fortinbras 


(3) Yorick used to carry young Hamlet on his back. 


From this nothing whatever follows as to Hamlet’s age, ence 
that he is more than twelve!! Evidently the writer (if corra 
reported) has no intention of telling us how old Hamlet is, Thy 
he did not imagine him as very young appears from his making ha 
say that he has noted ‘this seven year’ (in Q 2 ‘three years’) t ctl 
the toe of the peasant comes near the heel of the courtier. ‘The a 
that the Player-King in Q 1 speaks of having been married forty 


years shows that here too the writer has not any reference tO 
Hamlet’s age in his mind.? 


Note D 


‘MY TABLES — MEET IT IS I SET IT DOWN’ 
This passage has occasione 


little change, from the old play. 
Jt is surely in the highest degree improbable that, at such & 

critical point, when he had to show the first effect on Hamlet 0° 
^1 I find that I have been 


a 
anticipated in thi ü hrbuch 
fOr 1900, D: 267 D es a his remark by H. Tiirck (Ja; 

2 I do not know t 1t has been observed that in ; the Player- 
aE s ae pe Sven in O 2 en the Polio QUe gison GIAN 
ere seems ti mini: Of Greene's 4). f on 
Act IV., lines 33 ff. (Dyce’s Greene and Peele, p 390 us SEO Are 
Thrice ten times Phoebus with hi i 
Hath compassed the circle of theorem beams 
Thrice ten times Ceres hath her workmen hir'd 
And fill’d her barns with fruitful crops of corn. 
Since first in priesthood 1 did lead my life. rn, 
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the disclosures made by the Ghost, Shakespeare would write slackly 
or be content with anything that did not satisfy his own imagina- 
tion. But it is not surprising that we should find some difficulty 
in following his imagination at such a point. 

Let us look at the whole speech. The Ghost leaves Hamlet 


with the words, ‘ Adieu, adieu! Hamlet, remember me’; and he 
breaks out: 


O all you host of heaven! O earth! what else? 
And shall I couple hell? O, fie! Hold, hold, my heart; 
And you, my sinews, grow not instant old, 

But bear me stiffly up. Remember thee! 

Ay, thou poor ghost, while memory holds a seat 
In this distracted globe. Remember thee! 

Yea, from the table of my memory 

PII wipe away all trivial fond records, 

All saws of books, all forms, all pressures past, 
That youth and observation copied there; 

And thy commandment all alone shall live 
Within the book and volume of my brain, 
Unmix’d with baser matter: yes, by heaven! 

O most pernicious woman! 

O villain, villain, smiling, damned villain! 

My tables — meet it is I set it down, 

That one may smile, and smile, and be a villain; 
At least I’m sure it may be so in Denmark; [Writing 
So, uncle, there you are. Now to my word; 

It is ‘Adieu, adieu! remember me.’ 

I have sworn °t. 


The man who speaks thus was, we must remember, already well- 
nigh overwhelmed with sorrow and disgust when the Ghost appeared 
to him. He has now suffered a tremendous shock. He has learned 
that his mother was not merely what he supposed but an adulteress, 
and that his father was murdered by her paramour. This knowledge 
too has come to him in such a way as, quite apart from the matter 
of the communication, might make any human reason totter. And, 
finally, a terrible charge has been laid upon him. Is it strange, then, 
that he should say what is aa why, there would be nothing 
to wonder at if his mind collapsed on the spot. 3 

Now it is just this that he himself fears. In the midst of the first 
tremendous outburst, he checks himself suddenly with the exclama- 
tion ‘O, fie!’ (cf. the precisely similar use of this interjection, n. ii, 
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617). He must not let himself feel: he has to live. He must not let 
his heart break in pieces (‘hold’ means ‘hold together °), his 
muscles turn into those of a trembling old man, his brain dissolve — 
as they threaten in an instant to do. For, if they do, how can he = 
remember? He goes on reiterating this ‘ remember ’ (the ‘ word i 
of the Ghost). He is, literally, afraid that he will forget — that his 
mind will lose the message entrusted to it. Instinctively, then, he 
feels that, if he is to remember, he must wipe from his mene 
everything it already contains; and the image of his past li 
rises before him, of all his joy in thought and observation ana 
the stores they have accumulated in his memory. All that is doaa 
with for ever: nothing is to remain for him on the ‘table’ but hat 
command, ‘remember me’. He swears it; ‘yes, by heaven!’ T = 
done, suddenly the repressed passion breaks out, and, most che 
acteristically, he thinks first of his mother; then of his uncle, the — 
smooth-spoken scoundrel who has just been smiling on him ans 
calling him ‘son’. And in bitter desperate irony he. snatches aa 
tables from his breast (they are suggested to him by the pina 
he has just used, ‘table of my memory’, ‘book and volume }; 
After all, he will use them once again; and, perhaps with WE 
laugh, he writes with trembling fingers his last observation: ‘Onè 
May smile, and smile, and be a villain.’ A m 
But that, I believe, is not merely a desperate jest. It springs fro is 
at fear of forgetting. A time will come, he feels, when all t a 
appalling experience of the last half-hour will be incredible to ai, 
will seem a mere nightmare, will even, conceivably, quite vane 
from his mind. Let him have something in black and white is 
will bring it back and force him to remember and believe. Whe 
there so unnatural in this, if you substitute a note-book or di 
for the ‘ tables ’? 1 his 
But why should he write that Particular note, and not rather A 
‘word’, ‘Adieu, adieu! remember me’? I should answer, first, that 
grotesque jest at such a moment is thoroughly characteristic p 
Hamlet (see p. 121), and that the jocose ‘ So, uncle, there you are 
shows his state of mind; and, secondly, that loathing of his uncle 
is vehement in his thoughts at this moment. Possibly, too, he might 
remember that ‘ tables’ are stealable, and that if the appearance 
of the Ghost should be reported, a mere observation on the smiling 
of villains could not betray anything of his communication with tbe 


1 The reader will observe that this suggestion of a further reason fot 


his making the note may be rejected without the rest of the interpretation 
being affected. 
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Ghost. What follows shows that the instinct of secrecy is strong 
in him. 

It seems likely, I may add, that Shakespeare here was influenced, 
consciously or unconsciously, by recollection of a place in Titus 
Andronicus (1v. i.). In that horrible play Chiron and Demetrius, 
after outraging Lavinia, cut out her tongue and cut off her hands, 
in order that she may be unable to reveal the outrage. She reveals 
it, however, by taking a staff in her mouth, guiding it with her arms, 
and writing in the sand, ‘Stuprum. Chiron. Demetrius.’ Titus soon 
afterwards says: 


I will go get a leaf of brass, 
And with a gad of steel will write these words, 
And lay it by. The angry northern wind 
Will blow these sands, like Sibyl’s leaves, abroad, 
And where’s your lesson then? 


_ Perhaps in the old Hamlet, which may have been a play something 
like Titus Andronicus, Hamlet at this point did write something of 
the Ghost’s message in his tables. In any case Shakespeare, whether 
he Wrote Titus Andronicus or only revised an older play on the 
subject, might well recall this incident, as he frequently reproduces 
other things in that drama. 


Note E 


THE GHOST IN THE CELLARAGE 


It has been thought that the whole of the last part of 1. v., from 
the entrance of Horatio and Marcellus, follows the old play closely, 
and that Shakespeare is condescending to the groundlings. 

Here again, whether or no he took a suggestion from the old 
play, I see no reason to think that he wrote down to his public, 
So far as Hamlet’s state of mind is concerned, there is not a trace 
of this. Anyone who has a difficulty in understanding it should read 
Coleridge’s note. What appears grotesque is the part taken by the 
Ghost, and Hamlet’s consequent removal from one part of the stage 
to another. But, as to the former, should we feel anything grotesque 
in the four injunctions ‘Swear!’ if it were not that they come from 
under the stage —a fact which to an Elizabethan audience, per- 
fectly indifferent to what is absurdly called stage illusion, was prob- 
ably not in the least grotesque? And as to the latter, if we knew 
the Ghost-lore of the time better than we do, perhaps we should 
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5 0 
see nothing odd in Hamlet’s insisting on moving away and oe 
ing the oath afresh when the Ghost intervenes. se 
But, further, it is to be observed that he does not merely ee 
the oath afresh. He first makes Horatio and Marcellus his ground, 
to make known what they have seen. Then, on shap ard, Then, 
he makes them Swear never to speak of what they have he thi nk fit to 
Moving again, he makes them swear that, if he should ht of him: 
play the antic, they will give no sign of knowing anena them 
The oath is now complete; and, when the Ghost O serio! 
to swear the last time, Hamlet suddenly becomes perfec a passag? 
and bids it rest. [In Fletcher's Woman's Prize, v. Ul, th 


sa 
t o8 ' 
pointed out to me by Mr. C. J. Wilkinson, a man taking a? T 
shifts his ground.) 


Note F 


THE PLAYER’S SPEECH IN HAMLET 


ing t0 

There are two extreme views about this speech. According the 

one, Shakespeare quoted it from some play, or composed i it, the 

Occasion, simply and solely in order to ridicule, through Ty i 
bombastic Style of dramatists contemporary with himself or ut 


EER abori a 
older; just as he ridicules in 2 Henry IV. Tamburlaine’s ren pom 
the kings who draw his chariot, o. F 


er 
> othe} 
bast into the mouth of Pistol. According to Coleridge, on the 0% 


Bes, s i 
and, this idea is ‘below criticism’, No sort of ridicule wa that 
tended. ‘The lines, as ej 


the language is ‘too poetical — 


act 
and epic pomp, and not of the drama’; but this is due to the 
that Shakespeare had to distinguish the style of the speec! é 
that of his own dramatic dialogue. goes 


Tn essentials I think that what Colerid f the 
he describes the language of th’ 


‘It is impossible to tell whether Coleridge ene 
dently, or adopted it from Schlegel. no record of his having 
expressed his opinion prior to the time of his reading Schlegel’s Lecturesi 
and, whatever he said to the contrary, his borrowings from Schlegel are 
demonstrable. $ s 


asks 
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Warburton long ago stated some of them fully and cogently, but 


he misinterpreted here and there, and some arguments have to be 
added to his. 


1, If the speech was meant to be ridiculous, it follows either that 
Hamlet in praising it spoke ironically, or that Shakespeare, in 
making Hamlet praise it sincerely, himself wrote ironically. And 
both these consequences are almost incredible. 

Let us see what Hamlet says. 
Passionate speech’; and, being re 
to a speech he once heard the pla 


was never ‘acted’ or was acted only once; for the play pleased not 
the million. But he, and others w 


as wholesome as sweet, and by very much more handsome than 
fan In this play Hamlet “chiefly loved’ one speech; and he asks 


t the reader now refer to the passage I have just summarised ; 
let him consider its tone and manner; and let him ask himself 
if Hamlet can Possibly be speaking ironically. I am sure he will 
answer No. And then let him observe what follows. The speech 
is declaimed, Polonius interrupting it with an objection to its 
length, Hamlet snubs him, bids the player proceed, and adds, ‘He’s 
or a jig or a tale of bawadry: or he sleeps.’ ‘He,’ that is, ‘shares the 
taste of the million for sallets in the lines to make the matter savoury, 
and iS wearied by an honest method.’? Polonius later interrupts 
again, for he thinks the emotion of the player too absurd; but 
amlet respects it; and afterwards, when he is alone (and therefore 
can hardly be ironical), in contrasting this emotion with his own 
Msensibility, he betrays no consciousness that there was anything 
_unfitting in the speech that caused it, $ ; 
So far I have chiefly followed Warburton, but there is an impor- 
tant point which seems not to have been observed. All Hamlet’s’ 
Praise of the speech is in the closest agreement with his conduct 


*Clark and Wright well compare Polonius’ antithesis of ‘ rich, not 
gaudy `; though I doubt if * handsome ° implies richness. 

*Ts it not Possible that ‘ mobled. queen’, to which Hamlet seems to 
object, and which Polonius praises, is meant for an example of the second 
ault of affected phraseology, from which the play was said to be free 
and an instance of which therefore surprises Hamlet? 
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and words elsewhere. His later advice to the player (m. ii.) is on 
precisely the same lines. He is to play to the judicious, not to the 
crowd, whose opinion is worthless. He is to observe, like the 
author of Aeneas’ speech, the ‘modesty’ of nature. He must not 
tear a ‘passion’ to tatters, to split the ears of the incompetent, but 
in the very tempest of passion is to keep a temperance and smooth- 
ness. The million, we gather from the first Passage, cares nothing 
for construction ; and So, we learn in the second passage, the barren 
spectators want to laugh at the clown instead of attending to some 
necessary question of the play. Hamlet’s hatred of exaggeration i$ 
marked in both passages. And so (as already pointed out, p. 10 
in the play-scene, when his own lines are going to be delivered, he 
impatiently calls out to the actor to leave his damnable faces an 
begin; and at the grave of Ophelia he is furious with what he thinks 
the exaggeration of Laertes, burlesques his language, and breaks 
off with the words, 

Nay, an thou’lt mouth, 

I'll rant as well as thou. 


‘as and Dido play and speech 


h er ad player must surely be ironical too: 
and who will maintain that? And if in the one passage Hamlet is 


serious but Shakespeare ironical, then in the other Passage all those 
famous remarks about drama and acting, which have been cherished 


approving, — a speech to be delivered with temperance or modesty; 
but not too tamely neither? Is he not aimi i 


From jigging veins of rhyming mother-wits, 
And such conceits as clownage keeps in pay, 


to ‘stately’ themes which beget ‘high astounding terms’? And is 
it strange that, like Marlowe in Tamburlaine, he adopted a sty!® 
marred in places by that which we think bombast, but which the 
author meant to be more “handsome than fine’? 


| 
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2. If this is so, we can easily understand how it comes about that 
the speech of Aeneas contains lines which are unquestionably 
grand and free from any suspicion of bombast, and others which, 
though not free from that suspicion, are nevertheless highly poetic. 
To the first class certainly belongs the passage beginning, ‘But as 
we often see.’ To the second belongs the description of Pyrrhus, 
covered with blood that was 


Baked and impasted with the parching streets, 
That lend a tyrannous and damned light 
To their lord’s murder; 


and again the picture of Pyrrhus standing like a tyrant in a picture, 
with his uplifted arm arrested in act to strike by the crash of the 
falling towers of Ilium. It is surely impossible to say that these lines 
are merely absurd and not in the least grand ; and with them I should 
join the passage about Fortune’s wheel, and the concluding lines. 

But how can the insertion of these passages possibly be explained 
on the hypothesis that Shakespeare meant the speech to be ridi- 
culous? 

3. ‘Still,’ it may be answered, ‘Shakespeare must have been con- 
scious of the bombast in some of these passages. How could he help 
seeing it? And, if he saw it, he cannot have meant seriously to praise 
the speech.’ But why must he have seen it? Did Marlowe know when 
he wrote bombastically? Or Marston? Or Heywood? Does not 
Shakespeare elsewhere write bombast? The truth is that the two 
defects of style in the speech are the very defects we do find in his 
writings. When he wished to make his style exceptionally high and 
Passionate he always ran some risk of bombast. And he was even 
More prone to the fault which in this speech seems to me the 
more marked, a use of metaphors which ‘sound to our ears ‘con- 
ceited’ or grotesque. To me at any rate the metaphors in ‘now 1s 
he total gules ’ and ‘mincing with his sword her husband’s limbs 
are more disturbing than any of the bombast. But, as regards this 
second defect, there are many places in Shakespeare worse than the 
speech of Aeneas; and, as regards the first, though in his undoubt- 
edly genuine works there is no passage so faulty, there is also no 
Passage of quite the same species (for his narrative poems do not 
aim at epic grandeur), and there are many passages where bombast 
of the same kind, though not of the same degree, occurs. — 

Let the reader ask himself, for instance, how the following lines 


would strike him if he came on them for the first time out of their 
context: 
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Whip me, ye devils, A 
From the possession of this heavenly sight! ' 
Blow me about in winds! Roast me in sulphur! 
Wash me in steep-down gulfs of liquid fire! 


'hus’s ‘total gules’ any worse than Duncan’s ‘silver skin d 
AN his golden blood’, or so bad as the chamberlains dace 
‘unmannerly breech’d with gore’?! If ‘to bathe in reeking vona a 
and ‘spongy officers’, and even ‘alarum’d by his pape: th 
wolf, Whose howl’s his watch’, and other such phrases in Mar i 
had occurred in the speech of Aeneas, we should certainly have ser 
told that they were meant for burlesque. I open Troilus and Cree ; 
(because, like the speech of Aeneas, it has to do with the story 
Troy), and I read, in a perfectly serious context (iv. v. 6 f.): 


Thou, trumpet, there’s thy purse. 
Now crack thy lungs, and split thy brazen pipe: 
Blow, villain, till thy sphered bias cheek 
Outswell the colic of puff’d Aquilon: 


Come, stretch thy chest, and let thy eyes spout blood; 
Thou blow’st for Hector. 


‘Splendid!’ one cries, Yes, but if you are told it is also bombastic, 
can you deny it? I read again (v. v. 7): 


bastard Margarelon 
Hath Doreus Prisoner, 


And stands Colossus-wise, waving his beam, 
Upon the pashed Corses of the kings, 


i i e 
Or, to turn to earlier but still undoubted works, Shakespeare wrot 
in Romeo and Juliet, 


here will I remain 
With worms that are thy chamber-maids; 
and in King John, 
And pick strong matter of revolt and wrath 
Out of the bloody finger-ends of John; 


s 4 th 
__ ` Theextravagance of these phrases is doubtless intentional (for Macte 
in using them is trying to act a Part), but the absurdity of the secon 
hardly be so. 
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and in Lucrece, 


And, bubbling from her breast, it doth divide 
In two slow rivers, that the crimson blood 
Circles her body in on every side, 
Who, like a late-sack’d island, vastly stood 
Bare and unpeopled in this fearful flood. 
Some of her blood still pure and red remain’d, 
And some look’d black, and that false Tarquin stain’d. 


Is it so very unlikely that the poet who wrote thus might, aiming 
at a peculiarly heightened and passionate style, write the speech of 
Aeneas? 

4. But, pursuing this line of argument, we must go further. 
There is really scarcely one idea, and there is but little phraseology, 
in the speech that cannot be paralleled from Shakespeare’s own 
works, He merely exaggerates a little here what he has done 
elsewhere. I will conclude this Note by showing that this is so as 
regards almost all the passages most objected to, as well as some 
others. (1) ‘The Hyrcanian beast’ is Macbeth’s ‘ Hyrcan tiger’ 
(i. iv. 101), who also occurs in 3 Hen. VI. 1. iv. 155. (2) With ‘total 
gules’ Steevens compared Timon tv. iii. 59 (an undoubtedly Shake- 
spearean passage), 


With man’s blood paint the ground, gules, gules. 


(3) With ‘baked and impasted’ cf. John m. iii. 42, ‘If that surly 
Spirit melancholy Had baked thy blood.’ In the questionable Tit. 
And. v. ii. 201 we have, ‘in that paste let their vile heads be baked ° 
(a Paste made of blood and bones, ib. 188), and in the undoubted 
pate H w. ii. 154 (quoted by Caldecott) Richard refers to the 

‘oun. 


Which serves as paste and cover to our bones. 


(4) “O’er-sized with coagulate gore’ finds an exact parallel in the 
blood-siz’d field’ of the Two Noble Kinsmen, 1. i. 99, a scene which, 
Whether written by Shakespeare (as I fully believe) or by another 
Poet, was certainly written in all seriousness. (5) ‘With eyes like 
carbuncles’ has been much ridiculed, but Milton (P.L. ix. 500) 
8ives ‘carbuncle eyes’ to Satan turned into a serpent (Steevens), and 
why are they more outrageous than ruby lips and cheeks (J.C. m. i. 
60, Macb. m, iv. 115, Cym. n. ii. 17)? (6) Priam falling with the 
mere wind of Pyrrhus’s sword is paralleled, not only in Dido Queen 
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of Carthage, but in Tr. and Cr. v. iii. 40 (Warburton). (7) With 
re ndie like a painted tyrant cf. Macb. v. viii. 25 (Delius). 
(8) The forging of Mars’s armour occurs again in Tr. and Cr. Iv. V. 
255, where Hector swears by the forge that stithied Mars his helm, 
just as Hamlet himself alludes to Vulcan’s stithy (m. ii. 89). (9) The 
idea of ‘strumpet Fortune’ is common: e.g. Macb. |. ii. 15, For- 
tune . . . show’d like a rebel’s whore.’ (10) With the ‘rant’ about 
her wheel Warburton compares Ant. and Cl. 1v. xv. 43, where 
Cleopatra would 
rail so high 
That the false huswife Fortune break her wheel. 


(11) Pyrrhus minces with his sword Priam’s limbs, and Timon 
(av. iii. 122) bids Alcibiades ‘ mince’ the babe ‘ without remorse’. 


* Steevens observes that Heywood uses the phrase ‘ guled with slaugh- - 


ter’, and I find in his Iron Age various Passages indicating that he knew 
the speech of Aeneas (cf. p. 112 for another sign that he knew Hamlet). 
The two parts of the Iron Age were published in 1632, but are said, in the 
preface to the Second, to have ‘ been long since writ’. I refer to the pages 
of vol. 3 of Pearson’s Heywood (1874). (1) p. 329, Troilus * lyeth imbak’d 
In his cold blood’. (2) P. 341, of Achilles’ armour: 


Vulcan that wrought it out of gadds of Steele 

With his Ciclopian hammers, never made 
uch noise upon his Anvile forging it, 

Than these my arm’d fists in Ulisses wracke. 


(5) p. 378, ‘ We'll rost them at the i A 


$ tragicke slaughter, clad in gules and sables’ (cf. ‘ sable arms’ in the 
speech in Hamlet). (7) p. 384, * 


in blood’. Of these, all but (1) 
passages which recall Troilus and Cressida, Mr. Fleay’s speculation as t0 
its sone will be found in his Chronicle History of the English Drama 
i. p. 285. 

For the same writer’s ingenious theory (which is of course incapable 
of proof) regarding the relation of the player’s speech in Hamlet tO 
Marlowe and Nash’s Dido, see Furness’s Variorum Hamlet. 


l 


Note G 


HAMLET’S APOLOGY TO LAERTES 


Johnson, in commenting on the passage (v. ii. 237-255), says: 
‘I wish Hamlet had made some other defence; it is unsuitable 
to the character of a good or a brave man to shelter himself in 
falsehood.’ And Seymour (according to Furness) thought the 
falsehood so ignoble that he rejected lines 239-250 as an interpola- 
tion! 

I wish first to remark that we are mistaken when we suppose 
that Hamlet is here apologising specially for his behaviour to 
Laertes at Ophelia’s grave. We naturally suppose this because 
he has told Horatio that he is sorry he ‘forgot himself? on that 
occasion, and that he will court Laertes’ favours (v. ii. 75 ff.). 
But what he says in that very passage shows that he is thinking 
chiefly of the greater wrong he has done Laertes by depriving him of 
his father: 

For, by the image of my cause, I see 
The portraiture of his. 


And it is also evident in the last words of the apology itself that 
he is referring in it to the deaths of Polonius and Ophelia: 


Sir, in this audience, 

Let my disclaiming from a purposed evil 

Free me so far in your most generous thoughts, 
That I have shot mine arrow o'er the house, 

And hurt my brother. 


. But now, as to the falsehood. The charge is not to be set aside 
lightly; and, for my part, I confess that, while rejecting of course 
Johnson’s notion that Shakespeare wanted to paint ‘a good man’, 
I have momentarily shared Johnson’s wish that Hamlet had made 
‘some gee defence’ than that of madness. But I think the wish 
Proceeds from failure to imagine the situation. _ 

In the first place, what other defence can we wish Hamlet to have 
made? I can think of none. He cannot tell the truth. He cannot 
Say to Laertes, ‘I meant to stab the King, not your father’. He 
Cannot explain why he was unkind to Ophelia. Even on the false 
Supposition that he is referring simply to his behaviour at the grave, 
he can hardly say, I suppose, ‘You ranted so abominably that you 
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put me into a towering passion’. Whatever he said, it would have 
to be more or less untrue. i a: i: 
Next, what moral difference is there between feigning insani 
and asserting it? If we are to blame Hamlet for the second, why no 
equally for the first? Y 7 
Gand, finally, even if he were referring simply to his behaviogn 
at the grave, his excuse, besides falling in with his whole plan o! 
feigning insanity, would be as near the truth as any he could devise. 
For we are not to take the account he gives to Horatio, that he va 
put in a passion by the bravery of Laertes’ grief, as the whole truth. 


His raving over the grave is not mere acting. On the contrary, that 


passage is the best card that the believers in Hamlet’s madness nava 
to play. He is really almost beside himself with grief as wel r 
anger, half-maddened by the impossibility of explaining to Laert 
how he has come to do what he has done, full of wild rage and then 
of sick despair at this wretched world which drives him to HE 
deeds and such misery. It is the same rage and despair that mingle 
with other feelings in his outbreak to Ophelia in the Nunnery-scens 
But of all this, even if he were clearly conscious of it, he canno! 
speak to Horatio; for his love to Ophelia is a subject on which he 
has never opened his lips to his friend. ish 

If we realise the situation, then, we shall, I think, repress the wis! 
that Hamlet had * made some other defence ’ than that of madness- 
We shall feel only tragic sympathy, 


As I have referre 
it from a different Point of view. 


his sorrow to Laertes for the grii 
tentionally inflicted on him? 


Note H 
THE EXCHANGE OF RAPIERS 


s A r, ` t 
I am not going to discuss the question how this exchange ough 
to be managed. 


A : irection 
- I wish merely to point out that the stage-directlO 
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fails to show the sequence of speeches and events. The passage is 
as follows (Globe text): 


Ham. Come, for the third, Laertes: you but dally; 

I pray you, pass with your best violence; 

I am afeard you make a wanton of me. 
Laer. Say you so? come on. [They play. 
Osr. Nothing, neither way. 
Laer. Have at you now! 

[Laertes wounds Hamlet; then, in scuffling, they 
change rapiers, and Hamlet wounds Laertes.? 

King. Part them; they are incensed. 
Ham. Nay, come, again. [The Queen falls? 
Osr. Look to the Queen there, ho! 
Hor. They bleed on both sides. How is it, my lord? 
Osr. How is’t, Laertes? 


The words ‘and Hamlet wounds Laertes’ in Rowe's stage- 
direction destroy the point of the words given to the King in the 
text. If Laertes is already wounded, why should the King care 
whether the fencers are parted or not? What makes him cry out is 
that, while he sees his purpose effected as regards Hamlet, he also 
sees Laertes in danger through the exchange of foils in the scuffle. 
Now it is not to be supposed that Laertes is particularly dear to 
him; but he sees instantaneously that, if Laertes escapes the 
Poisoned foil, he will certainly hold his tongue about the plot 
against Hamlet, while, if he is wounded, he may confess the truth; 
for it is no doubt quite evident to the King that Laertes has fenced 
tamely because his conscience is greatly troubled by the treachery 
he is about to practise. The King therefore, as soon as he sees the 
exchange of foils, cries out, ‘Part them; they are incensed. But 
Hamlet’s blood is up. ‘Nay, come, again,’ he calls to Laertes, who 
Cannot refuse to play, and zow is wounded by Hamlet. At the very 
Same moment the Queen falls to the ground; and ruin rushes on 
the King from the right hand and the left. 

The passage, therefore, should be printed thus: 


Laer. Have at you now! A ; 
[Laertes wounds Hamlet; then, in scuffing, they 
change rapiers. 


*So Rowe. The direction in Q 1 is negligible, the text being different. 
Q2 ete. have nothing, Ff. simply ‘ In scufiling they change rapiers’. 
Capell. The Quartos and Folios have no directions. 
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King. Part them; they are incensed. 
Ham. Nay, come, again. 
[They play, and Hamlet wounds Laertes. The Queen falls. 


Nore I 
THE DURATION OF THE ACTION IN OTHELLO 


The quite unusual difficulties regarding this subject have led to 
much discussion, a synopsis of which may be found in Furness’s 
Variorum edition, pp. 358-72. Without detailing the facts I will 
briefly set out the main difficulty, which is that, according to one 
set of indications (which I will call A), Desdemona was murdered 
within a day or two of her arrival in Cyprus, while, according to 
another set (which I will call B), some time elapsed between her 
arrival and the catastrophe. Let us take A first, and run through 
the play. 

(A) Act 1. opens on the night of Othello’s marriage. On that 
night he is despatched to Cyprus, leaving Desdemona to follow him. 

In Act 11. Sc. i; there arrive at Cyprus, first, in one ship, Cassio; 
then, in another, Desdemona, Tago, and Emilia; then, in another, 
Othello (Othello, Cassio, and Desdemona being in three different 
ships, it does not matter, for our Purpose, how long the voyage 
lasted). On the night following these arrivals in Cyprus the mar- 
nage Is consummated (n. iii. 9), Cassio is cashiered, and, on Iago’s 
advice, he resolves to ask Desdemona’s intercession ‘betimes in 
the morning’ (n. iii. 335) 

In Act m. Sc. iii. (the Temptation scene), he does so; Desdemona 
does intercede: Iago begins to Poison Othello’s mind: the hand- 
kerchief is lost, found by Emilia, and given to Iago: he determines 
to leave it in Cassio’s room, and, renewing his attack on Othello, 
asserts that he has seen the handkerchief in Cassio’s hand: Othello 
bids him kill Cassio within three days, and resolves to kill Desde- 
mona himself. All this occurs in one unbroken scene, and evidently 
on the day after the arrival in Cyprus (see m. i. 33). 

In the scene (iv.) following the Temptation scene Desdemona 
sends to bid Cassio come, as she has interceded for him: Othello 
enters, tests her about the handkerchief, and departs in anger: 

assio, arriving, is told of the change in Othello, and, being left 
Solus, is accosted by Bianca, whom he requests to copy the won 
on the handkerchief which he has just found in his room (Il. 188 f.) 
All this is naturally taken to happen in the later part of the day 


ls 
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on which the events of m. i.-iii. took place, i.e. the day after the 
arrival in Cyprus; but I shall return to this point. 

In Iv. i. Iago tells Othello that Cassio has confessed, and, placing 
Othello where he can watch, he proceeds on Cassio’s entrance to 
rally him about Bianca; and Othello, not being near enough to 
hear what is said, believes that Cassio is laughing at his conquest 
of Desdemona. Cassio here says that Bianca haunts him and ‘was 
here even now’; and Bianca herself, coming in, reproaches him about 
the handkerchief ‘you gave me even now’. There is therefore no 
appreciable time between m. iv. and iv. i. In this same scene Bianca 
bids Cassio come to supper to-night; and Lodovico, arriving, ~is 
asked to sup with Othello to-night. In 1v. ii. Iago persuades Roderigo 
to kill Cassio that night as he comes from Bianca’s. In 1Vv. iii. Lodo- 
vico, after supper, takes his leave, and Othello bids Desdemona go 
to bed on the instant and dismiss her attendant. 

In Act v., that night, the attempted assassination of Cassio, and 
the murder of Desdemona, take place. 

From all this, then, it seems clear that the time between the 
arrival in Cyprus and the catastrophe is certainly not more than 
a few days, and most probably only about a day and a half: or, 
to put it otherwise, that most probably Othello kills his wife about 
twenty-four hours after the consummation of their marriage! 

_ The only possible place, it will be seen, where time can elapse 
is between m. iii. and m. iy. And here Mr. Fleay would imagine a 
gap of at least a week. The reader will find that this supposition 
involves the following results. (a) Desdemona has allowed at least 
a week to elapse without telling Cassio that she has interceded for 
him. (b) Othello, after being convinced of her guilt, after resolving 
to kill her, and after ordering Iago to kill Cassio within three days, 
has allowed at least a week to elapse without even questioning her 
about the handkerchief, and has so behaved during all this time that 
she is totally unconscious of any change in his feelings. (c) Des- 
demona, who reserves the handkerchief evermore about her to kiss 
and talk to (rm. iii. 295), has lost it for at least a week before she is 
conscious of the loss. (d) Iago has waited at least a week to leave 
the handkerchief in Cassio’s chamber; for Cassio has evidently 
only just found it, and wants the work on it copied before the owner 
makes inquiries for it. These are all gross absurdities. It is certain 
that only a short time, most probable that not even a night, elapses 
etween m. iii. and Im. iv. 

(B) Now this idea that Othello killed his wife, probably within 
twenty-four hours, certainly within a few days, of the consummation 
of his Marriage, contradicts the impression produced by the play 
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on all uncritical readers and spectators. It is also in fat con a i 
tion with a large number of time-indications in the play itself. a 
needless to mention more than a few. (a) Bianca complains Be 
Cassio has kept away from her for a week (m. iv. 173). Cassio ae 
the rest have therefore been more than a week in Cyprus, andi ‘ 
should naturally infer, considerably more. (6) The ground onw ing 
Iago builds throughout is the probability of Desdemona’s having 
got tired of the Moor; she is accused of having repeatedly co at 
mitted adultery with Cassio (e.g. v. ii. 210); these facts and a ae 
many others, such as Othello’s language in m. iii. 338 ff., are Ke 
absurd on the supposition that he murders his wife within a * 
or two of the night when he consummated his marriage. (c) lago 4 
account of Cassio’s dream implies (and indeed states) that he ha 4 
been sleeping with Cassio ‘lately’, i.e. after arriving at Cyprus 5 
yet, according to A, he had only spent one night in Cyprus, and y 
are expressly told that Cassio never went to bed on that night. 
Iago doubtless was a liar, but Othello was not an absolute idiot. s 


Thus (1) one set of time-indications clearly shows that Orhelld 

urdered his wife within a few days, probably a day and a half, 0 
his arrival in Cyprus and the consummation of his marriage; 
another set of time-indications implies quite as clearly that some 
little time must have elapsed, probably a few weeks; and this las 
scereeinly the impression of a reader who has not closely examine 
the play, 

It is impossible to escape this result. The suggestion that the 
imputed intrigue of Cassio and Desdemona took place at Venice 


a= 


3 and Iago’s accusation 15 — 
uniformly one of adultery, 
How then is this extraordinar 
It can hardly be one of the casual incon: 


istopher North’, who dealt very fully with the questio®s 
elaborated a doctrine of Double Time, Short and Long. To cen 
Justice to this theory in a few words is impossible, but its essen 
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is the notion that Shakespeare, consciously or unconsciously, 
wanted to produce on the spectator (for he did not aim at readers) 
two impressions. He wanted the spectator to feel a passionate and 
vehement haste in the action; but he also wanted him to feel that 
the action was fairly probable. Consciously or unconsciously he 
used Short Time (the scheme of A) for the first purpose, and Long 
Time (the scheme of B) for the second. The spectator is affected 
in the required manner by both, though without distinctly noticing 
the indications of the two schemes. 

The notion underlying this theory is probably true, but the theory 
itself can hardly stand. Passing minor matters by, I would ask the 
reader to consider the following remarks. (a) If, as seems to be 
maintained, the spectator does not notice the indications of ‘Short 
Time’ at all, how can they possibly affect him? The passion, 
vehemence and haste of Othello affect him, because he perceives 
them ; but if he does not perceive the hints which show the duration 
of the action from the arrival in Cyprus to the murder, these hints 
have simply no existence for him and are perfectly useless. The 
theory, therefore, does not explain the existence of ‘Short Time’. 
(b) It is not the case that ‘Short Time’ is wanted only to produce 
an impression of vehemence and haste, and ‘Long Time’ for 
probability. The ‘Short Time’ is equally wanted for probability: 
for it is grossly-improbable that Iago’s intrigue should not break 
down if Othello spends a week or weeks between, the successful 
temptation and his execution of justice. (c) And this brings me to 
the most important point, which appears to have escaped notice. 
The place where ‘Long Time’ is wanted is not within Iago’s intrigue. 
‘Long Time’ is required simply and solely because the intrigue and 
its circumstances presuppose a marriage consummated, and an 
adultery possible, for (let us say) some weeks. But, granted that 
lapse between the marriage and the temptation, there is no reason 
whatever why more than a few days or even one day should elapse 
between this temptation and the murder. The whole trouble arises 
because the temptation begins on the morning after the consummated 
Marriage. Let some three weeks elapse between the first night at 

prus and the temptation; let the brawl which ends in the disgrace 
of Cassio occur not on that night but three weeks later; or again 
let it occur that night, but let three weeks elapse before the inter- 
cession of Desdemona and the temptation of Iago begin. All will 
then be clear. Cassio has time to make acquaintance with Bianca, 
and to neglect her: the Senate has time to hear of the perdition of 
the Turkish fleet and to recall Othello: the accusations of Iago 
Cease to be ridiculous; and the headlong speed of the action after 
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P J 
the temptation has begun is quite in place. Now, too, there is no - 
reason why we should not be affected by the hints of time (‘to-day’, 
‘to-night’, ‘even now’), which we do Perceive (though we do not — 
calculate them out). And, lastly, this supposition corresponds with f 
our natural impression, which is that the temptation and what » 
follows it take place some little while after the marriage, but 
occupy, themselves, a very short time. 

Now, of course, the supposition just described is no fact. As the 
play stands, it is quite certain that there is no space of three weeks, 
or anything like it, either between the arrival in Cyprus and the 
brawl, or between the brawl and the temptation. And I ay 
attention to the supposition chiefly to show that quite a smal 
change would remove the difficulties, and to insist that there 1 
nothing wrong at all in regard to the time from the temptation 
onward. How to account for the existing contradictions I do not 


at all profess to know, and I will merely mention two possibilities. 


Possibly, as Mr. Daniel observes, the play has been tamper 
with. We have no text earlier than 16 


dramatist to alter, the arrangement at this point, and this wasi f 


unwittingly done in such a way as to produce the contradictions Wê 
are engaged on, There is nothing intrinsically unlikely in this idea; 
and certainly, I think, the amount of such corruption of Shake- 
speare’s texts by the players is usu 
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n in Cyprus long enough to have spent nearly all the money he 
brought from Venice, 

_ Or, possibly, Shakespeare’s original plan was to allow some 
to elapse after the arrival at Cyprus, but when he reach 
the point he found it troublesome to indicate this lapse in 40 
interesting way, and convenient to produce Cassio’s fall by means 
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ofthe rejoicings on the night of the arrival, and then almost neces- 
sary to let the request for intercession, and the temptation, follow 
on the next day. And perhaps he said to himself, No one in the 
theatre will notice that all this makes an impossible position: and 
I can make all safe by using language that implies that Othello 
has after all been married for some time. If so, probably he was 
right. I do not think anyone does notice the impossibilities either 
in the theatre or in a casual reading of the play. 

Hither of these suppositions is possible: neither is, to me, prob- 
able. The first seems the less unlikely. If the second is true, Shake- 
speare did in Othello what he seems to do in no other play. I can 
believe that he may have done so; but I find it very hard to believe 
that he produced this impossible situation without knowing it. It 
is one thing to read a drama or see it, quite another to construct 


and compose it, and he appears to have imagined the action in 
- Othello with even more than his usual intensity. 


Note J 


THE ‘ ADDITIONS’ TO OTHELLO IN THE FIRST FOLIO 
THE PONTIC SEA D 


The first printed Othello is the first Quarto (Q 1), 1622; the 
Second is the first Folio (F 1), 1623. These two texts are two dis- 
tinct versions of the play. Q 1 contains many oaths and expletives 
where less ‘objectionable’ expressions occur in F 1. Partly for this 
Teason it is believed to represent the earlier text, perhaps the 
text as it stood before the Act of 1605 against profanity on ‘the 
Stage. Its readings are frequently superior to those of F 1, but it 
wants many lines that appear in F 1, which probably represents 
the acting version in 1623. I give a list of the longer passages absent 
from Qi: be 

~ 

(a) 1. i. 122-138. ‘If? ... ‘ yourself: ’ 

b) 1. ii. 72-77, ‘Judge’... ‘thee’ 
(c) 1. iii. 24-30. ‘For’... ‘ profitless.’ : r 
(d) u. iii, 383-390. * Oth. By’. . . ‘satisfied! Tago. 
(e) u, iii. 453-460. ‘Tago.’...‘ heaven,’ 

) Iv. i. 38-44. “To confess’... * devil!” ; 

) 1v. ii. 73-76, ‘ Committed!’ . . . ‘ committed! 
(h) 1v. ii. 151-164. ‘Here’... ‘ make me.’ 
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(i) Iv. iii. 31-53, ‘Ihave’... ‘not next.’ 

and 55-57. ‘ Des. [Singing]? ...‘ men.’ 
G) IV. iii. 60-63. ‘Ihave’... § question.’ 
(k) 1v. iii. 87-104. ‘ButI?...* us so.” 
() v. ii. 151-154. “O mistress? saa MO 
(m) v. ii. 185-193, ‘ My mistress’. . | * villany!’ 
(n) v. ii. 266-272. ‘ Be not’. +» * wench!’ 


Were these passages after-thoughts, composed after the version 
represented by Q 1 was written? Or were they in the version repna d 
sented by Q 1, and only omitted in printing, whether accidentally, 
or because they were also omitted in the theatre? Or were some 0 
them after-thoughts, and others in the original version? U 

I will take them in order. (a) can hardly be an afterthought. UP 
to that point Roderigo had hardly said anything, for Iago had always 
interposed; and it is very unlikely that Roderigo would now 
deliver but four lines, and speak at once of ‘ she ° instead of ‘ your 
daughter’, Probably this ‘ omission’ represents a ‘ cut’ in stage 
performance. (b) This may also be the case here. In our texts ta 


cut’ (if a cut) has been mended, awkwardly enough, by the substi- 
’ for ‘For’ in line 78, In any case, the lines cannes 

(c) cannot be an after-thought, for the senten! F 
ot meant to be interrupted 


you are eaten up with passion’, disappears, jlo’ 

‘ satisfied ’ in 393 to Othello” 
(e) is the famous Passage about the Pontic S Í 

As Pope observes, ‘no hini rds 
the ‘trash’ including the WO. ut 
vest in such shadowing passion wit or 
ds that shake me thus’! There $ 


sion can be formed as to (Œ), nor perhaps (i), which includes P 
whole of Desdemona’s song; but O eee the reference ae ` 
such a deed’ in 64 is destroyed. (k) is Emilia’s long speech a my 
husbands. Tt cannot well be an after-thought, for 105-6 evider ae 
refer to 103-4 (even the word ‘uses’ in 105 refers to ‘use’ in N 
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(J) is no after-thought, for ‘if he says so’ in 155 must point back to 
‘my husband say that she was false!’ in 152. (m) might be an after- 
thought, but, if so, in the first version the ending ‘to speak ’ occurred 
twice within three lines, and the reason for Iago’s sudden alarm in 
193 is much less obvious. If (7) is an addition the original colloca- 


tion was: : 
but O vain boast! 


Who can control his fate? ’Tis not so now. 
Pale as thy smock! 


which does not sound probable. 

Thus, as it seems to me, in the great majority of cases there 
‘is more or less reason to think that the passages wanting in Q 1 
were nevertheless parts of the original play, and I cannot in any 
one Case see any positive ground for supposing a subsequent addi- 
tion. I think that most of the gaps in Q 1 were accidents of printing 
(like many other smaller gaps in Q 1), but that probably one or 
two were ‘cuts’ —e.g. Emilia’s long speech (k). The omission of 
(i) might be due to the state of the MS.: the words of the song 
may have been left out of the dialogue, as appearing on a separate 
Page with the musical notes, or may have been inserted in such an 
illegible way as to baffe the printer. S 

I come now to (e), the famous passage about the Pontic Sea. 
Pope supposed that it formed part of the original version, but 
approved of its omission, as he considered it ‘an unnatural excur- 
Sion in this place’, Mr. Swinburne thinks it an after-thought, but 
defends it. ‘In other lips indeed than Othello’s, at the crowning 
minute of culminant agony, the rush of imaginative reminiscence 
which brings back upon his eyes and ears the lightning foam and 
tideless thunder of the Pontic Sea might seem a thing less natural 
than sublime. But Othello has the passion of a poet closed in as it 
Were and shut up behind the passion of a hero’ (Study of Shakes- 
peare, p. 184). I quote these words all the more gladly because they 
Will remind the reader of my lectures of my debt to Mr. Seinbure 
here; and I will only add that the reminiscence here is of precisei ly 
the same character as the reminiscences of the Arabian trees and the 
base Indian in Othello’s final speech. But I find it almost aaah 
sible to believe that Shakespeare ever wrote the passage pation 
the words about the Pontic Sea. It seems to me almost an ae te 
tive demand of imagination that Iago’s set speech, if I may use the 
Phrase, should be preceded by a speech of somewhat the See 
dimensions, the contrast of which should heighten the horror o 
its hypocrisy; it seems to me that Shakespeare must have felt this; 
and it is difficult to me to think that he ever made the lines, 
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In the due reverence of a sacred vow 
T here engage my words, 


follow directly on the one word ‘Never’ (however impressive that 
word in its isolation might be). And as I can find no other ‘omission — 
in Q 1 which appears to point to a subsequent addition, I conclude 
that this ‘omission’ was an omission, probably accidental, con- 
ceivably due to a stupid ‘ cut’. Indeed ‘it is nothing but Mr, Swin- 
burne’s opinion that prevents my feeling certainty on the point. 
Finally, I may draw attention to certain facts which may be mo 
accidents, but may possibly be significant. Passages (b) and @ 
Consist respectively of six and seven lines; that is, they are almos! 
of the same length, and in a MS. might well fill exactly the same 
amount of space. Passage (d) is eight lines long; so is passage (£) 
Now, taking at random two editions of Shakespeare, the Globe 
and that of Delius, I find that (b) and (c) are 6} inches apart in the Y 
Globe, 8 in Delius; and that (d) and (e) are separated by 74 inches 
in the Globe, by 83 in Delius. In other words, there is about the 
same distance in each case bet : 
dimensions, x 
The idea suggested by these facts is that the MS. from which Q 1 
was printed was mutilated in various places; that (b) and (c) occu: 


ween two passages of about equ 


Note K 


OTHELLO’S COURTSHIP 


It is curious that in the First Act two i i duced 
whi © impressions are pro L 
hich have afterwards to be corrected. ER 


his business to trouble the Senators with the details of his court 
- ship, and he so condenses his narrative of it that it almost app na 
70 courtship at all, and as though Desdemo: 
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never imagined that he was in love with her until she had prac- 
tically confessed her love for him. Hence she has been praised 
by some for her courage, and blamed by others for her forward- 
ness. 

But at m. iii. 70 f. matters are presented in quite a new light. 
There we find the following words of hers: 


What! Michael Cassio, 
That came a-wooing with you, and so many a time, 
When I have spoken of you dispraisingly, 
Hath ta’en your part. 


It seems, then, she understood why Othello came so often to her 
father’s house, and was perfectly secure of his love before she gave 
him that very broad ‘hint to speak’. I may add that those who 
find fault with her forget that it was necessary for her to take the 

t open step. She was the daughter of a Venetian grandee, and 
Othello was a black soldier of fortune. 

2. We learn from the lines just quoted that Cassio used to accom- 
pany Othello in his visits to the house; and from m. ill. 93 f. we 
learn that he knew of Othello’s love from first to last and * went 
between’ the lovers ‘ very oft’. Yet in Act 1. it appears that, while 
Tago on the night of the marriage knows about it and knows where 
to find Othello (1. i. 158 f.), Cassio, even if he knows where to find » 
Othello (which is doubtful: see 1. ii. 44), seems to know nothing 
about the marriage. See 1. ii. 49: 


Cas. Ancient, what makes he here? 3 

Iago. *Faith, he to-night hath boarded a land carack: 
If it prove lawful prize, he’s made for ever. 

Cas. 1 do not understand. 


Tago. He’s married. 
Cas, To who? 


It is possible that Cassio does know, and only pretends ignorance 
“cause he has not been informed by Othello that Iago also knows. 
d this idea is consistent with Jago’s apparent ignorance of Cassio $ 
ay in the courtship (m. iii. 93). And of course, if this were a 
pass from Shakespeare to the actor who played Cassio wou g 
perh: e him to make all clear to the audience. The alternative, an 
Act b Ps more probable, explanation would be that, in wnang 
config. Shakespeare had not yet thought of making Cassio Othe o s 
onfidant, and that, after writing Act m., he neglected to alter the 
N 
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passage in Act1. In that case the further information which Act m. 


gives regarding Othello’s courtship would probably also be an 
after-thought. 


Note L 


OTHELLO IN THE TEMPTATION SCENE 


One reason why some readers think Othello ‘ easily jealous he 
that they completely misinterpret him in the early part of i 
scene. They fancy that he is alarmed and suspicious the moma 
he hears Jago mutter ‘Ha! I like not that’, as he sees Cass 
leaving Desdemona (m. iii. 35). But, in fact, it takes a long Ea 
for Iago to excite surprise, curiosity, and then grave concern — y 
no means yet jealousy — even about Cassio; and it is still longa 
before Othello understands that Iago is suggesting doubts abou 
Desdemona too. (‘Wronged’ in 143 certainly does not refer to 
her, as 154 and 162 show.) Nor, even at 171, is the exclamation 
‘O misery’ meant for an expression of Othello’s own presen 
feelings; as his-next speech clearly shows, it expresses an imagine! 
feeling, as also the speech which elicits it professes to do (for Iago 
would not have dared here to apply the term ‘ cuckold ’ to Othello). 
In fact it is not until Iago hints that Othello, as a foreigner, migh 
easily be deceived, that he is seriously disturbed about Desdemona: 

Salvini played this passage, as might be expected, with entire 
understanding. Nor have I ever seen it seriously misinterpret 
on the stage. I gather from the Furness Variorum that Fechter an 

i iew as Salvini. Actors have to as 


The lines which probably do most 
tive readers astray are those at 90, w] 
ture, Othello exclaims to himself: 


to lead hasty or unimagina: 
here, on Desdemona’s dep 


Excellent wretch! Perdition catch my soul 


But I do love thee! and when I love thee not, 
Chaos is come again. 


He is supposed to mean by the last words that his love is now sty 
pended by suspicion, whereas, in fact, in his bliss, he has so tot in 
forgotten Iago’s ‘Ha! I like not that’, that the tempter has to bee 
all over again. The meaning is, ‘If ever I love thee not, Chaos 


a 


Notes on Othello 371 


have come again’. The feeling of insecurity is due to the excess of 
joy, as in the wonderful words after he rejoins Desdemona at 
Cyprus (n. i. 191): 
If it were now to die, 

*Twere now to be most happy: for, I fear 

My soul hath her content so absolute 

That not another comfort like to this 

Succeeds in unknown fate. 


If any reader boggles at the use of the present in * Chaos is come 
again’, let him observe ‘succeeds’ in the lines just quoted, or let 
him look at the parallel passage in Venus and Adonis, 1019: 


For, he being dead, with him is beauty slain: 
And, beauty dead, black Chaos comes again. 


Venus does not know that Adonis is dead when she speaks thus. 


Nore M 


QUESTIONS AS TO OTHELLO, Act IV, SCENE 1 


(1) The first part of the scene is hard to understand, and the 
commentators A little help. I take the idea to be as follows. 
Tago sees that he must renew his attack on Othello; for, Ia ts 
One hand, Othello, in spite of the resolution he had arrive nee 
put Desdemona to death, has taken the step, without conn ine 
a80, of testing her in the matter of Iago’s report about the ha’ 5 
erchief; and, on the other hand, he now seems to have fallen in p 
ñ dazed lethargic state, and must be stimulated to action. cies 
hie Seems to be to remind Othello of everything that wo anole 
affa et: but to do so by professing to make light of Se 
acta and by urging Othello to put the best construe rer all, if 
she g; 93 êt any rate to acquiesce. So he says, in effect: nt even B0 
ae did kiss Cassio, that might mean little. Nay, she mig the 
mach further without meaning any harm.’ OF course nee ay?” 
Thadkerchiet (10); but then why should she not give 1 Gees 

en, affecting to renounce this hopeless attempt to ae e 
tend Pinion, he goes on: ‘However, I cannot, as your as aste 

X that I really regard her as innocent: the fact is, Cassio ee 
sati The reader who is puzzled by this passage should refer to the ¢ 

nat the end of the thirtieth tale in the Heptameron. 
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3 
to me in so many words of his conquest. [Here he is interrupted by : 
Othello’s swoon.] But, after all, why make such a fuss? You share 
the fate of most married men, and you have the advantage of not 
being deceived in the matter.’ It must have been a great pleasure to 
Tago to express his real cynicism thus, with the certainty that he 
would not be taken seriously and would advance his plot by it. h 
At 208-210 he recurs to the same plan of maddening Othello by 4 
suggesting that, if he is so fond of Desdemona, he had better let the 
matter be, for it concerns no one but him. This speech follows 
Othello’s exclamation ‘O Iago, the pity of it’, and this is perhaps 
the moment when we most of all long to destroy lago. 

(2) At 216 Othello tells Iago to get him some poison, that he may 
kill Desdemona that night. Tago objects: ‘ Do it not with poison; 
strangle her in her bed, even the bed she hath contaminated. 
Why does he object to poison? Because through the sale of the 
poison he himself would be involved? Possibly. Perhaps his idea | 
was that, Desdemona being killed by Othello, and Cassio killed 
by Roderigo, he would then admit that he had informed Othello 
of the adultery, and perhaps even that he had undertaken Cassio’s 
death; but he would declare that he never meant to fulfil bis — 
Promise as to Cassio, and that he had nothing to do with Desde- 
mona’s death (he seems to be Preparing for this at 285). His buying 
poison might wreck this plan. But it may be that his objection to 
poison springs merely from contempt for Othello’s intellect. He 
can trust him to use violence, but thinks he may bungle anything 
that requires adroitness, 

(3) When the conversation breaks off here (225) Iago has brought 
Othello back to the position reached at the end of the Temptation 
scene (m. iii.). Cassio and Desdemona are to be killed; and, 9 
addition, the time is hastened; it is to be ‘ to-night’, not ‘ within 
three days’, É 

The constructional idea clearly is that, after the Temptation 
scene, Othello tends to relapse and wait, which is terribly dangerous 


Note N 


TWO PASSAGES IN THE LAST SCENE OF OTHELLO 


(1) v. ii. 71 f. Desdemona demands that Cassio be sent for to 
‘confess’ the truth that she never gave him the handkerchief. 
Othello answers that Cassio has confessed the truth — has confessed 
the adultery. The dialogue goes on: 


Des. He will not say so. 

Oth. No, his mouth is stopp’d: 
Honest Iago hath ta’en order for ’t. 

Des. O! my fear interprets: what, is he dead? 

Oth. Had all his hairs been lives, my great revenge 
Had stomach for them all. 

Des. Alas! he is betray’d and I undone. 


It is a ghastly idea, but I believe Shakespeare means that, at the 
mention of Iago’s name, Desdemona suddenly sees that fe is the 
villain whose existence he had declared to be impossible when, an 
hour before, Emilia had suggested that someone had poisoned 
Othello’s mind. But her words rouse Othello to such furious indig- 
nation (‘Out, strumpet! Weep’st thou for him to my face?’) that 

it is too late’. 

(2) v. ii. 286 f. 

Oth. I look down towards his feet; but that’s a fable. 

L If that thou be’st a devil, I cannot kill thee. [Wounds Iago 

od. i om him. : 

Tago. ee eee I bleed, sir, but not killed. 


Are Tago’s strange words meant to show his absorption of interest 
in himself aidat so much anguish? I think rather he is meant to 
be alluding to Othello’s words, and saying, with a cold contemp- 
tuous smile, ‘ You see he is right; I am a devil’. 


Note O 


OTHELLO ON DESDEMONA’S LAST WORDS 


I have said that the last scene of Othello, though terribly painfùl, 
contains almost nothing to diminish the admiration and love which 
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heighten our pity for the hero (p. 161). I said ‘ almost’ in view of 4 
the following passage (v. ii. 123 H: E 
Emil. O, who hath done this deed? i 
Des. Nobody; I myself. Farewell: B 
Commend me to my kind lord : O, farewell! [Dies 
Oth. Why, how should she be murder’d?! 

Emil. Alas, who knows? í 
Oth. You heard her say herself, it was not I. i 
Emil. She said so: I must needs report the truth. i 
Oth. She’s, like a liar, gone to burning hell: § 


*Twas I that kill’d her. 


Emil. O, the more angel she, 
And you the blacker devil! 


Oth. She turn’d to folly, and she was a whore. 


This is a strange Passage. What did Shakespeare mean us tO 


feel? One is astonished that Othello should not be startled, nay — 


thunder-struck, when he hears such dying words coming from the 


ess. I think, in the scene sympathy with 
Othello quite disappears, Did Shakespeare mean us to feel thus, 


and to realise how completely confused and perverted Othello’s — 


mind has become? I suppose so: and yet Othello’s words continue 
to strike me as very strange, and also as not like Othello, — especi- 
ally as at this point he was Not in anger, much less enraged. It has 


ever I read this passage. [The words “I suppose so’ (l. 9 of this para: 
graph) gave my conclusion ; but I wish to withdraw the whole Note. 


Norte P 


DID EMILIA SUSPECT IAGO? 


Thave answered No (p. 176), and have no doubt about the matter; 
but at one time I was puzzled, as perhaps others have been, by a 
Single phrase of Emilia’s. It occurs in the conversation between her 
and Iago and Desdemona (iv. ii. 130 f.): 


I will be hang’d if some eternal villain, 

Some busy and insinuating rogue, 

Some cogging, cozening slave, to get some office, 
Have not devised this slander; I'll be hang’d else. 


ae it may be said, knew that Cassio was the suspected man, 

has at she must be thinking of Ais office, and must mean that Iago 

and Poisoned Othello’s mind in order to prevent his reinstatement 

Sbeare Sct the lieutenancy for himself. And, it may be said, she 
Peaks indefinitely so that Iago alone may understand her (for 
esdemona does not know that Cassio is the suspected man). 
ence, too, it may be said, when, at V. ii. 190, she exclaims, 


„Villany, villany, villany! : 
I think upon’t, I think: I smell’t: O villany! 
I thought so then: — TIl kill myself for grief; 


on of the passage in 


she refers i h 
ii in the italici occasi 
words italicised to the ston RET A 


IV. ii., and is S ash 
Suspicion of eee herself for not ha oe 

ave explained in the text why I think it impossible to Suppa 
{hat Emilia suspected her husband; and I do not think anyone whg 
suspect her speeches in v. ii and who realises that, is st A aio 
Othello Aim she must have been simply preten ling sirpr Pee 
is gece in the li ii 130 is, I beli | 
S tryi ines at IV. ii. 130 is, I believe, merely 
in R ing to establish a ground for asking a favour from Omen 
not f, iS for information which nearly concerns bi 

Silow that, because she knew Cassio was suspectet, 3 man, 
and. e C0 Teferring to Cassio’s office. She was a stupi omes 
togethers if she had not been, she would not put two an 

er SO easily as the reader of the play- 
the line, 
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I thought so then: I’ll kill myself for grief, 


y 
m ens’ 

I think she certainly refers to 1v, ii. 130 f. and also 1v. ii. 15 on the 
idea that she is thinking of the time when she let, Iago be taken 
handkerchief is absurd). If ‘PI kill myself for grief’ is we certain 
in close connection with the preceding words (which is E o 
she may mean that she reproaches herself for not havin g herse 
her general Suspicion, or (less probably) that she reproac 
for not having suspected that Iago was the rogue. the handker- 

With regard to my view that she failed to think of talene that 
chief when she saw how angry Othello was, those who be uspecte 
she did think of it will of course also believe that she s suppose 
Iago. But in addition to other difficulties, they will have the hand- 
that her astonishment, when Othello at last mentioned his seems 
kerchief, was mere acting. And anyone who can believe t Ss Som 
to me beyond argument. [I regret that I cannot now disca oa 
suggestions made to me in regard to the subjects of Note: 
PJ 


Norte Q 


A A 
IAGO’S SUSPICION REGARDING CASSIO AND EMILI 


: f ait s jous 
The one expression of this suspicion appears in a very cul! 
manner. Iago, soliloquising, says (u. i. 311): 


Which thing to do, 

If this poor trash of Venice, whom I trash 

For his quick hunting, stand the putting on, 

TIl have our Michael Cassio on the hip, 

Abuse him to the Moor in the rank [F. right] garb — 

For I fear Cassio with my night-cap too — 

Make the Moor thank me, etc, n 
Why ‘ For I fear Cassio’, etc.? He can hardly be giving himself b 
additional i ; x 
explanatory of the preceding line or some part of it. I thin For 
? or ‘right garb’, and the meaning 1S; | 
ng, a seducer of wives’ 5p 
the soliloquy begins, con- 
it’. In saying this he is oie be 
sciously trying to believe that Cassio would at any rate Hee ei 

it is not so very abominable to say tha! 
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ones And the idea ‘I suspect him with Emilia’ is a second and 
S nee attempt of the same kind. The idea probably was born and 
died in one moment. It is a curious example of Iago’s secret sub- 
Jection to morality. 


Nore R 


REMINISCENCES OF OTHELLO IN KING LEAR 


Pe following is a list, made without any special search, and 
fe aes incomplete, of words and phrases in King Lear which 
oni | words and phrases in Othello, and many of which occur 
nly in these two plays: 


‘Waterish’, 1. i. 261 appears only here and in O. m. iii. 15. 

Jortune’s alms’, 1. i. 281, appears only here and in O. mr. iv. 122. 
Sur, seems to be used of the advance of age only in 1. il. 78 

A „9. m, iii. 265. Š 

slack’ in ‘if when they chanced to slack you’, I. iv. 248, has 
NO exact parallel in Shakespeare, but recalls ‘they slack their 

caiities’, O. 1v, iti, 88, Trades 

‘ance’ (=authorisation), 1. iv. 228, is use 

hi L., O. 1. i. 128, and ro places in Hamlet and lillie aes 

esort’, vb., 1. iv, 272, does not occur elsewhere, but ‘besort , 


Sb., occurs in O. 1, iii, 239 and nowhere else. 
as ae Look, sir, I bleed’, 1. i. 43, sounds ike an echo of 
«3280's ‘I bleed, sir, but not killed’, O, V. 1. 439. : 
Potential’, n. i. 78 seers only here, in o. L ii, 13,900 1 ee 
Md . tnt c] . . . no n 
*poice” i Complaint (which, I think, is cortaiy A E T, 


in ‘o i ise’, I 
ccasions of some poise, it weight’, O, m. ill. 82, 


Poise’ in ‘full of poise and difficu ther places where 


Tyee ot exactly like ‘poise’ in the three O 

«Jt Occurs, we 

ee ct’, used only in u. ii, 125 (Q), Y- are tconjunc 
ive’, used only in H. tv. vii. 14, O. 1. i. 247 es used only 
ot vb., used only in m. iii. 9, recalls ‘begrime’, US 

n O. m, iii. 387 and Lucrece. 


u i. 387, in 0.1. ii. 23. 
nbonneted’, mm. i. 14, appears only re E word with 


elicate’ II. i wes 
> IU. iv. 12, 1v. iii. 15, IV. VI. i in hi s. But 
Shakespeare; he uses it about thirty ma menni À 
«_ /tis worth notice that it occurs six times; pears only in m. 
Commit’, used intr. for ‘commit adultery > aR 72 f. one 

iv. 83, but cf. the famous iteration in O. IV. H- 
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(i 

‘stand in hard cure’, m. vi. 107, seems to have no parallel excep i 

O. tt. i. 51, ‘stand in bold cure’. din 0. 
‘secure’ make careless, 1v. i. 22, appears only here an 4 

1. iii. 10 and (not quite the same sense) Tim. 1. ii. 185. llo’s ‘It 
Albany’s ‘perforce must wither’, 1y. ii. 35, recalls Othe 

must needs wither’, v. ii. 15. “a 
‘deficient’, rv. vi. 23, occurs only here and in O. 1. iii. 63. safer 
‘the safer sense’, 1v, vi. 81, recalls ‘my blood begins my 

guides to rule’, O. m. iii. 205. + 150, and it 
‘fitchew’, Iv. vi. 124, is used only here, in O. I. i. 150, 

T.C. v. i. 67 (where it has not the same significance). Ichion I 
Lear’s ‘I have seen the day, with my good biting i slo's J 

would have made them skip’, v. iii. 276, recalls Othe 


< good 
have seen the day, That with this little arm and tbis 8 
sword’, etc., v. ii. 261. 


: Acts 
The fact that more than half of the above occur in the first remove a | 
of King Lear may Possibly be significant: for the farther Pa the 
Shakespeare was from the time of the composition of Othello, | 


e that 
les likely would be the recurrence of ideas or words used in 
play. 


Note S 


KING LEAR AND TIMON OF ATHENS 


l 

_ That these two plays are near akin in character, and probaly 
‘in date, is recognised by many critics now; and I will mere Hi e 
here a few references to the points of resemblance mentioned i 
text (p. 201), and a few notes on other points. eches 

(1) The likeness between Timon’s curses and some of the spa that 
of Lear in his madness is, in one respect, curious. It is natura sigl 
Timon, speaking to Alcibiades and two courtezans, should aA 
in particular against sexual vices and corruption, as he does ! gth: 
terrific Passage Iv, iii. 82-166; but why should Lear refer at lene a: 
and with the same loathing, to this particular subject (iv. vt. lings 
132)? It almost looks as if Shakespeare were expressing fee 
which Oppressed him at this period of his life. t this 

e idea may be a mere fancy, but it has seemed to me Dais in 

pre-occupation, and sometimes this oppression, are tracea sure 
Other plays of the Period from about 1602 to 1605 (Hamlet, M in 
for Measure, Troilus and Cressida, All’s Well, Othello); while ip 
earlier plays the subject is handled less, and without disgust, a" 
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later plays (e.g. Antony and Cleopatra, The Winter's Tale, C. ymbeline) 
it is also handled, however freely, without this air of repulsion (I omit 
Pericles because the authorship of the brothel-scenes is doubtful). 

(2) For references to the lower animals, similar to those in 
King Lear, see especially Timon, 1. i. 259; un. ii. 180; m. vi, 103 f.; 
IV. i, 2, 36; 1v. ii. 49 f., 177 ff., 325 ff. (surely a passage written or, 
at the least, rewritten by Shakespeare), 392, 426f. I ignore the 
constant abuse of the dog in the conversations where Apemantus 
appears, 

(3) Further points of resemblance are noted in the text at pp. 
201, 259, 272-73, and many likenesses in word, phrase and idea 
might be added, of the type of the parallel ‘Thine Do comfort 
and not burn’, Lear, 11. iv. 176, and ‘Thou sun, that comfort’st, 
burn? Timon, v. i. 134. 

(4) The likeness in style and versification (so far as the purely 
Shakespearean parts of Timon are concerned) is surely unmistakable, 


ut some readers may like to see an example. Lear speaks here 
Qv. vi. 164 f.): 


Thou rascal beadle, hold thy bloody hand! 
Why dost thou lash that whore? Strip thine own back; 
Thou hotly lust’st to use her in that kind 

Or which thou whipp’st her. The usurer hangs the cozener. 
Through tatter’d clothes small vices do appear; 
Robes and furr’d gowns hide all. Plate sin with gold, 
And the strong lance of justice hurtless breaks; 

rm it in rags, a pigmy’s straw does pierce it. 
None does offend, none, I say, none; I'll able em: 
Take that of me, my friend, who have the power 
To seal the accuser’s lips. Get thee glass eyes; 
And, like a scurvy politician, seem 

O see the things thou dost not. 


And Timon speaks here (tv. iii. 1. ff.):, 


O blessed breeding sun, draw from the earth 
Rotten humidity ; below thy sister’s orb 
Infect the air! Twinn’d brothers of one womb, 
Whose procreation, residence, and birth, 

Carce is dividant, touch them with several fortunes, 
The greater scorns the lesser: not nature, 
To whom all sores lay siege, can bear great fortune, 
But by contempt of nature. 

alse me this beggar, and deny’t that lord: 
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The senator shall bear contempt hereditary, 

The beggar native honour. 

It is the pasture lards the rother’s sides, 

The want that makes him lean. Who dares, who dares, 
In purity of manhood stand upright 

And say ‘This man’s a flatterer’? if one be, 

So are they all: for every grise of fortune 

Is smooth’d by that below: the learned pate 

Ducks to the golden fool: all is oblique; 


There’s nothing level in our cursed natures, 
But direct villany. 


The reader may wish to know whether metrical tests throw any 
light on the chronological position of Timon; and he will find suci 
information as I can give in Note BB. But he will bear in mind tha’ 


write the whole play. 
Purely Shakespearean (the text, however, being here, as elsewhere, 
very corrupt); (2) of parts untouched or very slightly touched by 
; (3) of parts where a good deal is Shakespeare’s but not 

(e.g., in my opinion, m. v., which I cannot believe, with Mr. Plea 
to be wholly, or almost wholly, by another writer). The tests oug 

to be applied not only to the 
about which there is little difference of opinion. This has not been 
done: but Dr. Ingram has applied one test, and I have applie 


responds, I believe, with the 
from the three dramas j 


Note T 


DID SHAKESPEARE SHORTEN KING LEAR? 


T have temarked in the text (pp. 210 ff.) on the unusual number 
of improbabilities, inconsistencies, etc., in King Lear. The ‘lis 


t These are 1, i; m. i; m. ii except 194-204; in 1m, vi. Timon’s verse 
Speech; iv. i; tv. ii, 12285 1v. ii except 292-362, 399-413, 454-543: 


Me epe L505 v iis v. ive. Tain not to bs taken as accepting this 
division throughout. 
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of examples given might easily be lengthened. Thus (a) in 1v. iii. 
Kent refers to a letter which he confided to the Gentleman for 
Cordelia; but in m. i. he had given to the Gentleman not a letter 
ut a message. (b) In mr. i. again he says Cordelia will inform the 
entleman who the sender of the message was; but from 1v. iii. it is 
evident that she has done no such thing, nor does the Gentleman 
show any curiosity on the subject. (c) In the same scene (m. i.) 
Kent and the Gentleman arrange that whichever finds the King 
first shall halloo to the other; but when Kent finds the King he does 
Not halloo. These are all examples of mere carelessness as to 
matters which would escape attention in the theatre, — matters 
introduced not because they are essential to the plot, but in order 
to give an air of verisimilitude to the conversation. And here is 
Perhaps another instance. When Lear determines to leave Goneril 
and go to Regan he says, ‘call my train together’ (1, iv. 275). When 
he arrives at Gloster’s house Kent asks why he comes with so small 
4 train, and the Fool gives a reply which intimates that the rest have 
deserted him (u. iy. 63 ff.). He and his daughters, however, seem 
fears or any diminution; and, when Lear ‘calls to horse’ and 
ES Gloster’s house, the doors are shut against him partly on the 
és cuse that he is ‘attended with a desperate train’ (308). Neverthe, 
Rone the storm he has no knights with him, and in m, vii. 15 y 
o car that ‘some five or six and thirty of his knights’? are ‘hot 
eee) after him’, as though the real reason of his leaving Goneril 
ma So small a train was that he had hurried away so quickly that 
Ny of his knights were unaware of his departure. 
careles Valence of vagueness or inconsistency is probably ge ta 
are, it hess) but it may possibly be due to another cause. Ther 
of the aS sometimes struck me, slight indications that the de a k 
one = Blot Were originally more full and more clearly imagined i an 
deread Suppose from the play as we have it; and some ot re 
SPeare i Which I have drawn attention might have arisen if Sha 
things’ nding his matter too bulky, had (a) omitted to write som 
d if peinally intended, and (b), after finishing his play, had re- 
y excision, and had not, in these omissions and excisions, 
casone ent Pains to remove the obscurities and inconsistencies 
y them. 

clap 9 take examples of “s ‘ What, fifty of my followers 

at N ples of (b), Lear’s ‘ What, fifty I 
the capl ’ G. iv. 315) is very easily explained if we suppose pei p 
menti ing conversation, as originally written, Goneril | : 
Sned the number. Again the curious absence of any indica- - 


been suggested that “ his * means ‘ Gloster’s’; but * him” all 
‘© speech evidently means Lear. 


It 
through’, 
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tion why Burgundy should have the first choice of Cordelia’s hand ~ | 
might easily be due to the same cause. So might the ignorance in 
which we are left as to the fate of the Fool, and several more of the 
defects noticed in the text. 

To illustrate the other point (a) that Shakespeare may have 
omitted to write some things which he had originally intended, the 
play would obviously gain something if it appeared that, at a time 
shortly before that of the action, Gloster had encouraged the King 
in his idea of dividing the kingdom, while Kent had tried to a 
suade him. And there are one or two passages which suggest hi 
this is what Shakespeare imagined. If it were so, there would? 
additional point in the Fool’s reference to the lord who counselles 
Lear to give away his land (. iv. 154), and in Gloster’s reflectio' 
(m. iv. 168), 


His daughters seek his death: ah, that good Kent! 
He said it would be thus: 


Csaid’, of course, not to the King but to Gloster and perhaps others 
of the council). Thus too the plots would be still more clos 
joined. Then also we should at once understand the opening of he 
play. To Kent's words, ‘I thought the King had more affected t í 
Duke of Albany than Cornwall’, Gloster answers, ‘It did alway; 
seem so to us’. Who are the ‘us’ from whom Kent is excluded; 
I do not know, for there is no sign that Kent has been absent. B 
if Kent, in consequence of his opposition, had fallen out of favo. 

and absented himself from the council, it would be clear. So, beside’, 
would be the strange suddenness with which, after Gloster’s answe! 
Kent changes the subject; he would be avoiding, in presence 0 
Gloster’s son, any further reference to a subject on which he ae 
Gloster had differed. That Kent, I may add, had already Oe 


Strongest opinion about Goneril and Regan is clear from 
extremely bold words (r. i. 165), 


Kill thy physician, and the fee bestow | 
Upon thy foul disease. 


Did Lear remember this Phrase when he called Goneril ‘a diseaS® 
that’s in my flesh’ (m. iy. 225)? i] is 

Again, the observant reader may have noticed that Goneril a | 

as the fiercer and more determined 0 nis 

tikes one as the more sensual. And with th? 
may be connected one or two somewhat curious points: Ken 


comparison of Goneril to the figure of Vanity in the Morality plays 
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ii. 38); the Fool’s apparently quite irrelevant remark (though 
remarks are scarcely ever so), ‘For there was never yet fair 
woman but she made mouths in a glass’ (m. ii. 35); Kent’s reference 
to Oswald (long before there is any sign of Goneril’s intrigue with 
Edmund) as ‘ one that would be a bawd in way of good service 
(u. ti, 20), and Edgar's words to the corpse of Oswald (tv. vi. 257), 
also spoken before he knew anything of the intrigue with Edmund, 


(1, 
his 


I know thee well: a serviceable villain; 
As duteous to the vices of thy mistress 
As badness would desire. 


Perhaps Shakespeare had conceived Goneril as a woman who 
before her marr lage had shown signs of sensual vice; but the dis- 
tinct indications of this idea were crowded out of his exposition 
wien he came to write it, or, being inserted, were afterwards excised. 
(1 Will not go on to hint that Edgar had Oswald in his mind yi 
Ne 1v. 87) he described the serving-man who ‘served the list o : 
thane: heart, and did the act of darkness with her’; and still less 
a at Lear can have had Goneril in his mind in the declamation 
Erast lechery referred to in Note S. ay ean 
hypoth 2t Mean to imply, by writing this note, that I believe a the 
tha theses Suggested in it. On the contrary I think it more proba 
But we defects referred to arose from carelessness and other causa. 
h; this is not, to me, certain; and the reader who rejects 

YPotheses , ; 


whi may be glad to have his attention called to the points 
ich suggested them, 


Nore U 


MOVEMENTS OF THE DRAMATIS PERSONA IN ACT I. 
OF KING LEAR 


TA d in the text to the obscurity of the play on this 
> and T will set out the movements here. Ae: 

refuge oE is ill-treated by Goneril his first thought is to a 
had forth Regan (1. iv. 274 f., 327£.). Goneril, accordingly, y 
write eee this, and, even before the quarrel, had determine ee 
not Be Regan (r. iii. 25), now sends Oswald off to her, telling = 
sequen “ve Lear and his hundred knights (1. iv. 354 f.). In con 
ome go! this letter Regan and Cornwall immediately leave a 

© and ride by night to Gloster’s house, sending word on 


have referred 
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they are coming (1m. i. 1 ff., 81, 120ff). Lear, on his part, just 
before leaving Goneril’s house, sends Kent with a letter to Regan, 
and tells him to be quick, or Lear will be there before him. And we 
find that Kent reaches Regan and delivers his letter before Oswald 
Goneril’s messenger. Both the messengers are taken on by Cornwa 
and Regan to Gloster’s house. 

In u. iy. Lear arrives at Gloster’s house, having, it would seem, 
failed to find Regan at her own home. And, later, Goneril ae 
at Gloster’s house, in accordance with an intimation which she ha 
sent in her letter to Regan (1. iv. 186 f.). z 

Thus all the principal persons except Cordelia and Albany a 
brought together; and the crises of the double action — the expa 
sion of Lear and the blinding and expulsion of Gloster — are reache 
in Act n. And this is what was required. 

But it needs the closest attention to follow these movements. 
And, apart from this, difficulties remain. Jls 
1. Goneril, in despatching Oswald with the letter to Regan, te 
him to hasten his return (1. iv. 363). Lear again is surprised to fo 
that his messenger has not been sent back (11. iv. 1 f., 36 f.). NG 
apparently both Goneril and Lear themselves start at once, so tha 
eir messengers could not return in time. It may be said that they, 
expected to meet them coming back, but there is no indication 0' 

this in the text. 


2. Lear, in despatching Kent, says (1. v. 1): 


Go you before to Gloster with these letters. Acquaint my 


daughter no further with anything you know than comes from 
her demand out of the letter. 


This would seem to imply that Lear knew that Regan and Cornwal 
were at Gloster’s house, and meant either to go there (so Koppe 
or i summon he Ee to her own home to receive nim Yet e 
1s c’carly not so, for Kent goes straight t ’s house (11. i. 14% 
m. iv. 1, 27 ffa 114) S o Reean s house 


. Hence it is generally Supposed that by ‘Gloster’, in the passag? 
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The plural ‘these letters’ in the passage quoted need give no 
trouble, for the plural is often used by Shakespeare for a single 
letter; and the natural conjecture that Lear sent one letter to Regan 
and another to Gloster is not confirmed by anything in the text., 

he only difficulty is that, as Koppel points out, ‘Gloster’ is 
nowhere else used in the play for the place (except in the phrase 
„Earl of Gloster’ or ‘my lord of Gloster’); and — what is more 
important — that it would unquestionably be taken by the audience 
to stand in this passage for the Earl, especiaily as there has been no 
Previous indication that Cornwall lived at Gloster. One can only 
suppose that Shakespeare forgot that he had given no such indica- 
tion, and so wrote what was sure to be misunderstood, — unless 
We suppose that ‘Gloster’ is a mere slip of the pen, or even a mis- 
Print, for ‘Regan’. But, apart from other considerations, Lear would 
hardly have spoken to a servant of ‘Regan’, and, if he had, the 


next words would have run ‘Acquaint her’, not ‘Acquaint my 
daughter’, 


Note V 


SUSPECTED INTERPOLATIONS IN KING LEAR 


a ae ete are three passages in King Lear which have been held to be 
riche Made by ‘the players’. en 

by the pt Consists of the two lines of indecent doggerel spoke 

by the Fool at the end of Act 1.; the second, of the Fool’s prophecy 


i thyme at the end of m. ii.; the third, of Edgar’s soliloquy at the 
end of m, vi, y z 3 


'S suspicious (1) that all three passages occur at the ends of 
oes „e Place where an addition is most easily made; ee 
Word: soft, each case the speaker remains behind alone to utter 

S after the other persons have gone off. : aa 
atten One discussion of the several passages until I have cal le : 
o ESN to the fact that, if these passages are genuine, the aum a 
any Bis S which end with a soliloquy is larger in King Lear tl an in 
Probable doubted tragedy. Thus, taking the tragedies in their 
into he Chronological order (and ignoring the very short scene 

Which a battle is sometimes divided), I find that there are in 


i I i . hy 
Purpose fe, them partly because they are not significant for the present 


it is i i division of 
ttle. „mainly because it is impossible to accept the di 
intolesseenes in our modern texts, while to depart from it is to nioa 
bethan dra, SOnVenience in reference. The only proper plan in H vet 
rama is to consider a scene ended as soon as no person is 
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Romeo and Juliet four such scenes, in Julius Caesar two, in Hamlet 
six, in Othello four, in King Lear seven,” in Macbeth two,* in Any 
and Cleopatra three, in Coriolanus one. The difference betwee! 

King Lear and the plays that come nearest to it is really ae 
greater than it appears from this list, for in Hamlet four of the si 

soliloquies, and in Othello three of the four, are long speeches, 
while most of those in King Lear are quite short. + ast 

Of course I do not attach any great importance to the fact Jus 

noticed, but it should not be left entirely out of account in forming 
an opinion as to the genuineness of the three doubted passages. 


(a) The first of these, 1. v. 54-5, I decidedly believe to be spurious: 


(1) The scene ends quite in Shakespeare’s manner without pe 
(2) It does not seem likely that at the end of the scene Shakesper 
would have introduced anything violently incongruous with t 
immediately preceding words, 


Oh let me not be mad, not mad, sweet heaven! 
Keep me in temper: I would not be mad! 


(3) Even if he had done so, it is very unlikely that the incongruous: 


words would have been grossly indecent. (4) Even if they ba 
been, surely they would not have been irrelevantly indecent aa 
evidently addressed to the audience, two faults which are not 8 
Shakespeare’s way. (5) The lines are doggerel. Doggerel is 9 

uncommon in the earliest plays; there are a few lines even in ve 
Merchant of Venice, a line and a half, perhaps, in As You Like 4t; 


, following the right division for a Wr0D8 
reason, they have two scenes (viii, 


1 One of these (v, if is not marked as such, but it is evident that the 


last line and a half form a sol 


n to, í , Act m., scene ii., bein 
Instance. But it is quite ridiculous to reckon as three scenes what, e, 
marked as scenes ii., iii., iv. Kent is on the lower stage the whole Lite) 
Edgar in the so-called scene iii. bein 

editors were misled by their ignora; 


? Perhaps three, for v. iii. is perhaps an instance, though not so marked: 


A 
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but 1 do not think it occurs later, not even where, in an early play, 
it would certainly have been found, e.g. in the mouth of the Clown 
In All’s Well. The best that can be said for these lines is that they 
appear in the Quartos, i.e. in reports, however vile, of the play as 
Performed within two or three years of its composition. k 
(b) I believe, almost as decidedly, that the second passage, III. 11. 
2 t., is spurious. (1) The scene ends characteristically without the 
lines. (2) They are addressed directly to the audience. (3) They 
destroy the pathetic and beautiful effect of the immediately pre- 
ceding words of the Fool, and also of Lear’s solicitude for him. 
(4) They involve the absurdity that the shivering timid Fool would 
allow his master and protector, Lear and Kent, to go away into the 
storm and darkness, leaving him alone. (5) It is also somewhat 
east them that they do not appear in the Quartos. At the same 
aue l do not think one would hesitate to accept them if they 
ccurred at any natural place within the dialogue. ; 

(c) On the other hand I sce no sufficient reason for doubting the 
dou enes of Edgar’s soliloquy at the end of m. vi. (1) Those who 
warts E appear not to perceive that some words of soliloquy are 

ea gd; for it is evidently intended that, when Kent and Gloster 
all va e King away, they should leave the Bedlam behind. Natur- 
at ey do so. He is only accidentally connected with the King; 
the as taken to shelter with him merely to gratify his whim, and as 
ent ing is now asleep there is no occasion to retain the Bedlam; 
(v. iii. We know, shrank from him, ‘shunn’d [his] abhorr’d society 
found 210). So he is left to return to the hovel where he was frs 
surely y Ue the others depart, then, he must be left behind, an 
eee Would not go off without a word. (2) If his speech is sa 
Surel; os it has been substituted for some genuine speech; an 
pulsio that is a supposition not to be entertained except under com- 
very a (3) There is no such compulsion in the speech. It is not 
thetic how no doubt; but the use of rhymed and somewhat anti- 
More et in a gnomic passage is quite in Shakespeare’s manner, 
LEESE manner than, for example, the rhymed passages 10 
Places į 0, 257-269, 281-284, which nobody doubts; quite like many 
(4) Th n All’s Well, or the concluding lines of King Lear itself. 
€ lines are in spirit of one kind with Edgar’s fine lines at the 
f Act tv. (5) Some of them, as Delius observes, empha- 
arallelism between the stories of Lear and Gloster. 


x that the Folio omits the lines is, of course, nothing 
m. 
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Note W 


THE STAGING OF THE SCENE OF LEAR’S REUNION WITH > 
CORDELIA 


As Koppel has shown, the. usual modern stage-directions’ fo 
this scene (1v. vii.) are utterly wrong and do what they can to de! 
the poet’s purpose, , 

Iris Sidene Kom the text that the scene shows the first me 
of Cordelia and Kent, and the first meeting of Cordelia and jess 
since they parted in 1. 1. Kent and Cordelia indeed are doubt ae 
Supposed to have exchanged a few words before they come on eat 
stage; but Cordelia has not seen her father at all until the mom a 
before she begins (line 26), 'O my dear father!" Hence the Ate 
the first part of the scene, that between Cordelia and Kent, is bi 
low, in order that the latter Part, between Cordelia and Lear, M: 
have its full effect. ndi 

The modern stage-direction at the beginning of the scene, as found, 
for example, in the Cambridge and Globe editions, is as follows: 


“Scene vii. — A tent in the French camp. LEAR on a bed asleep, 
soft music playing; Gentleman, and others attending. 
Enter CORDELIA, Kent, and Doctor.’ 


At line 25, where the Doctor says ‘Please you, draw sity 
Cordelia is supposed to approach the bed, which is imagine re 
some editors visible throughout at the back of the stage, by ot at 
as Suna a curtain at the back, this curtain being drawn open 

ne 25. 3 

Now, to pass by the fact that these arrangements are in oa ; 
contradiction with the stage-directions of the Quartos and the 
Folio, consider their effect upon the scene. In the first place, er} 
reader at once assumes that Cordelia has already seen her fathety 
for otherwise it is inconceivable that she would quietly talk eee j 
Kent while he was within a few yards of her. The edge of the ae i 
passage where she addresses him is therefore blunted. In in 
second place, through Lear’s Presence the reader’s interest gly 
Lear and his meeting with Cordelia is at once excited so sea Bi 
that he hardly attends at all to the conversation of Cordelia y 


Fo 
Kent; and so this effect is blunted too. Thirdly, at line 57, whet? { 
Cordelia says, 


BAL 
c ‘There are exceptions: e.g., in the editions of Delius and Mr. W: J 
raig. 
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O, look upon me, sir, 
And hold your hands in benediction o’er me! 
No, sir, you must not kneel, 


the poor old Kin i tof bed, 

g must be supposed either to try to get out o! , 

. ma actually to do so, or to kneel, or to try to kneel, on the bed. 
Ourthly, consider what happens at line 81. t` 


Doctor. Desire him to go in; trouble him no more 

Till further settling. 
ear Willt please your highness walk? 
Lear. You must bear with me; 4 
Pray you now, forget and forgive; Lam old and foolish. 


[Exeunt all but Kent and Gentleman. 


pe is in a tent containing his bed, why in the world, when the 
an thinks he can bear no more emotion, is he made to walk 
But the tent? A pretty doctor! ; 

about a now to the original texts. Of course they say nothing 
| Quarto: e place. The stage-direction at the beginning runs, in the 
Cordeli: » ‘Enter Cordelia, Kent, and Doctor’; in the Folio, ‘Enter 

and the? Kent, and Gentleman’. They differ about the Gentleman 
the ¥ Doci tor, and the Folio later wrongly gives to the Gentleman 
tha OT’s speeches as well as his own. This is a minor matter. 
at all rass in making no mention of Lear. He is not on the stage 
tion to pus Cordelia, and the reader, can give their whole atten- 
èr conversation with Kent finished, she turns (line 12) to the 
ree or and asks ‘How does the King?’! The Doctor tells her that 
and yey asleep, and asks leave to wake him. Cordelia assents 
night- S if he is ‘arrayed’, which does not mean whether he has a 
furrow. wn on, but whether they have taken away his crown of 
fields. Weeds and tended him duly after his mad wanderings in the 
a night. e Gentleman says that in his sleep ‘fresh garments’ (not 
to be p S2WD) have been put on him. The Doctor then asks Cordelia 

| » says, Pence when her father is waked. She assents, and the Doctor 
Words case you, draw near. Louder the music there.’ The next 

ate Cordelia’s, * O my dear father!’ 


a ae 
entera Aes Possible that, as Koppel suggests, the Doctor should properly 
Seems str, Is point; for if Kent, as he says, wishes to remain unknown, it 
erson, 478° that he and Cordelia shouid talk as they do before a third 
naturally sta change however is not necessary, for the Doctor might 
to go ap, land out of hearing till he was addressed; and it is better not 
st the stage-direction without necessity. 
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What has happened? At the words ‘is he arrayed?’, accord 
to the Folio, ‘ Enter Lear in a chair carried by Servants’. The mo 
of this entrance, as so often in the original editions, is doubtless ia 
soon. It should probably come at the words ‘Please you, a 
near’, which may, as Koppel suggests, be addressed to the bean K 
But that the stage-direction is otherwise right there cannot tit 
doubt (and that the Quartos omit it is no argument again åt 
seeing that, according to their directions, Lear never enter: 
all). A 

This arrangement (1) allows Kent his proper place in the saa 
(2) makes it clear that Cordelia has not seen her father pie 
(3) makes her first sight of him a theatrical crisis in the best jous 
(4) makes it quite natural that he should kneel, (5) makes ito han 
why he should leave the stage again when he shows signs of ex! piest 
tion, and (6) is the only arrangement which has the ae i 
authority, for ‘Lear on a bed asleep’ was never heard of till ee 
Proposed it. The ruinous cnange of the staging was probably sug 

ested by the version of that unhappy Tate. 4 
i Ofcourse the chair arrangement is primitive, but the Elizabethans 


ic 
did not care about such things. What they cared for was dramati 
effect. 


Note X 


THE BATTLE IN KING LEAR 


5 f 

I found my impression of the extraordinary ineffectivenee 
this battle (p. 209) confirmed by a paper of James Spedding Lear, 
Shakspere Society Transactions, 1877, on Furness’s King + 


SCENE 1. — 4 field between the two camps. 


Alarum within. Enter, with 


and Soldiers, over the stage; and exeunt. Enter EDGAR @ 
GLOSTER. 


IAs 
drum and colours, Lear, CORDELIM, 
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Edg. Here, father, take the shadow of this tree 

For your good host; pray that the right may thrive: 
If ever I return to you again, 

Pll bring you comfort. 


Glo. Grace go with you, sir! 
(Exit Edgar. 
Alarum and retreat within. Re-enter EDGAR. 
Edg. Away, old man; give me thy hand; away! 
King Lear hath lost, he and his daughter ta’en: 

Gi Give me thy hand; come on. 
É o. No farther, sir; a man may rot even here. 

‘dg. What, in ill thoughts again? Men must endure 


Their going hence, even as their coming hither: 
Gh Ripeness is all: come on. 
Kä And that’s true too. [Exeunt. 


ue battle, it will be seen, is represented only by military music 
e the tiring-house, which formed the back of the stage. The 
and e, says Spedding, ‘does not change; but “alarums” are heard, 
afterwards a “retreat”, and on the same field over which that 
aoe army has this moment passed, fresh and full of hope, re- 
Ga With tidings that all is lost, the same man who last left the 
to Se to follow and fight in it.! That Shakespeare meant the scene 
Stand thus, no one who has the true faith will believe. a 
Shap ading’s suggestion is that things are here run together whic! 
tin espeare meant to keep apart. Shakespeare, he thinks, con- 
ued Act IV. to the ‘exit Edgar’ after 1. 4 of the above passage. 
fee es before the close of the Act, the two British armies and me 
audis, army had passed across the stage, and the interest of hy 
Sater in the battle about to be fought was raised to a high pitch. 

in the after a short interval, Act V. opened with the noise of battle 
defeat distance, followed by the entrance of Edgar to announce the 
Sta of Cordelia’s army. The battle, thus, though not fought on the 
f°, Was shown and felt to be an event of the greatest importance. 
So ae from the main objection of the entire want of evidence of 
this. ide a change having been made, there are other objections to 
at thi ea and to the reasoning on which it is based. (1) The pause 
1 i. nd of the present Fourth Act is far from ‘faulty’, as Spedding 
cre did Speddin is? no trace of it, and surely Edgar 

to ald not have Baked ee ie et ani when he had, in case of defeat, 


he PPear and figh l ‘ rene 
i t Ed L t appear ‘ armed’, according 
the Folio, till Voi. rae He does not appe: 
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alleges it to be; that Act ends with the most melting scene Shakes- 
peare ever wrote; and a pause after it, and before the business of 
the battle, was perfectly right. (2) The Fourth Act is already much 
longer than the Fifth (about fourteen columns of the Globe edition 
against about eight and a half), and Spedding’s change would give 
the Fourth nearly sixteen columns, and the Fifth less than seven. 
(3) Spedding’s proposal requires a much greater alteration in the 
existing text than he supposed. It does not simply shift the division 
of the two Acts, it requires the disappearance and re-entrance of the 
blind Gloster. Gloster, as the text stands, is alone on the stage while 
the battle is being fought at a distance, and the reference to the tree 
shows that he was on the main or lower stage. The main stage ha 

no front curtain; and therefore, if Act Iv. is to end where Spedding 
wished it to end, Gloster must go off unaided at its close, and come 
on again unaided for Act v. And this means that the whole arrange 
ment of the present Act v. Sc. ii. must be changed. If Spedding hat 
poen aware of this it is not likely that he would have broached his 

eory. 

It is curious that he does not allude to the one circumstance 
which throws some little suspicion on the existing text. I mean 
Contradiction between Edgar’s statement that, if ever he return? 
to his father again, he will bring him comfort, and the fact ihe 
immediately afterwards he returns to bring him discomfort. It 5 
possible to explain this Psychologically, of course, but the passag 
is not one in which we should expect psychological subtlety. 


Nore Y 


SOME DIFFICULT PASSAGES IN KING LEAR 


The following are notes on some passages where I have not bee? 
able to accept any of the current interpretations, or on whic 
wish to express an opinion or represent a little-known view. 


1. Kent's soliloquy at the end of u. ii. 


(a) In this speech the application : ing almost 

r: l of the words ‘Nothing al 
oa miracles but misery’ seems not to have been understood. Th? 
Spedding supposed that there was i is idea 

> a front curtain, and this 
conng down from Malone and Collier, is still found in English works 0f 
authority. But it may be stated without hesitation that there is no positive 


a 
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‘misery’ is surely not that of Kent but that of Lear, who has come 
“out of heaven’s benediction to the warm sun’, i.e. to misery. This, 
Says Kent, is just the situation where something like miraculous help 
may be looked for; and he finds the sign of it in the fact that a letter 
from Cordelia has just reached him; for his course since his banish- 
ment has been so obscured that it is only by the rarest good fortune 
(something like a miracle) that Cordelia has got intelligence of it. 

© may suppose that this intelligence came from one of Albany’s 
or Cornwall’s servants, some of whom are, he says (u. i. 23), 


to France the spies and speculations 
Intelligent of our state. 


(b) The words ‘and shall find time’, etc., have been much dis- 
cussed. Some have thought that they are detached phrases from 
the letter which Kent is reading: but Kent has just implied by his 
address to the sun that he has no light to read the letter by.’ It has 
also been suggested that the anacoluthon is meant to represent 

ent’s sleepiness, which prevents him from finishing the sentence, 
and induces him to dismiss his thoughts and yield to his drowsiness. 

ut T remember nothing like this elsewhere in Shakespeare, and it 
Seems much more probable that the passage is corrupt, perhaps 
JOm the loss of a line containing words like ‘to rescue us before 

Tom this enormous state’ (with ‘state’ cf. ‘our state’ in the lines 

quoted above), 
en we reach m. i. we find that Kent has now read the letter; 
“seo Nows that a force is coming from France and indeed has already 


Sct feet” in some of the harbours. So he sends the Gentleman 
to Dover, 


pee Fool's Song in n. iv. 


ttl iv, 62 Kent asks why the King comes with so small a train. 
ne Heol answers, in effect, that inode oF his followers have dan 
to ad ‘cause they see that his fortunes are sinking. He paces s 
fesses re Kent ironically to follow their example, though pe con 
when e does not intend to follow it himself. ‘Let go t y at 
follows, Sreat wheel runs down a hill, lest it break thy nec! avn 
ee ate it: but the great one that goes up the hill, let him draw 
again: ter. When a wise man gives thee better counsel, give me mine 
z in: I would have none but knaves follow it, since a fool gives it. 
The ‘beacon’ which he bids approach is not the moon, as Pope sup- 
a S moon was up and BREE some time ago (u. ii. 35), and lines 
-2 imply that not much of the night is left. 
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That sir which serves and seeks for gain, 
And follows but for form, 

Will pack when it begins to rain, 
And leave thee in the storm. 


But I will tarry; the fool will stay, 
And let the wise man fly: 

The knave turns fool that runs away; T 
The fool no knave, perdy.’ 


The last two lines have caused difficulty. Johnson wanted to read 


The fool turns knave that runs away, 
The knave no fool, perdy; 


ie. if Tran away, I should prove myself to be a knave and a we 
man, but, being a fool, I stay, as no knave or wise man wore 
Those who rightly defend the existing reading misunderstand ‘| 
I think. Shakespeare is not pointing out, in ‘The knave turns fo 
that runs away’, that the wise knave who runs away is really 
‘fool with a circumbendibus’, ‘moral miscalculator as well as mo 
coward’. The Fool is referring to his own words, ‘I would bay 
none but knaves follow [my advice to desert the King], since 4 g 
gives it’; and the last two lines of his song mean, ‘The knave all 
Tuns away follows the advice given-by a fool; but I, the fool, $ 
not follow my own advice by turning knave,’ r ff. 
For the ideas compare the striking Passage in Timon, I. 1. 64 


3. ‘Decline your head? 


At iv. ii. 18 Goneril, dismissing Edmund in the presence of Oswald, 
says: 


_ | copy Furness’s note on ‘Decline’: ‘Sreevens thinks that Goneril 
bids Edmund decline his head that she might, while giving hiny 

iss, appear to Oswald merely to be whispering to him. But Gi 
WRIGHT says, is giving Goneril credit for too much delicacy, os 
Oswald was a “serviceable villain”. Dexius suggests that perhaP? 
she wishes to Put a chain around his neck.’ 
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Surely ‘Decline your head’ is connected, not with ‘Wear this’ 
(whatever ‘this’ may be), but with ‘this kiss’, etc. Edmund isa 
good deal taller than Goneril, and must stoop to be kissed. 


4. Self-cover'd. 


At 1v, ii. 59 Albany, horrified at the passions of anger, hate, and 
Contempt expressed in his wife’s face, breaks out: 


See thyself, devil! 
Proper deformity seems not in the fiend 
So horrid as in woman. 
Gon, O vain fool! 
Alb. Thou changed and self-cover’d thing, for shame, 
Be-monster not thy feature. Were’t my fitness 
To let these hands obey my blood, 
ey are apt enough to dislocate and tear 
Thy flesh and bones: howe’er thou art a fiend, 
Woman’s shape doth shield thee. 


wake Passage has been much discussed, mainly because of the 
h nge expression ‘self-cover’d’, for which of course emendations 
ave been proposed. The general meaning is clear. Albany tells 
S Wife that she is a devil in a woman’s shape, and warns her not 
anes Sion that shape by be-monstering her feature (appearance), 
al € it is this shape alone that protects her from his wrath. Almos 
th oonmentators go astray because they imagine that, in the wor y 
REA changed and self-cover’d thing’, Albany is speaking to Goneri 
ing preman who has been changed into a fiend. Really he is address- 
eras a fiend which has changed its own shape and assumed that 
Hast Woman ; and I suggest that ‘self-cover’d’ means either which 
Tai, Cover’d or concealed thyself’, or ‘whose self is covered’ [so 
‘which Arden edition], not (what of course it ought to mean) 
ater been covered by thyself’. A E 
e Folios) the last lines of this passage (which does not appear 
Olios) should be arranged thus: 


To let these hands obey my blood, they’re apt enough 
© dislocate and tear thy flesh and bones: 
Howe’er thou art a fiend, a woman’s shape 
Gan Doth shield thee. 


Š E d now — ve 
Alb, Marry, your manhood n Wenen 
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5. The stage-directions at v. i. 37, 39. 


In v. i. there first enter Edmund, Regan, and their army or sol- 
diers: then, at line 18, Albany, Goneril, and their army or solani 
Edmund and Albany speak very stiffly to one another, and Goneri 
bids them defer their private quarrels and attend to business. Then 
follows this passage (according to the modern texts): 


Alb. á Let’s then determine 
With the ancient of war on our proceedings. 
Edm. I shall attend you presently at your tent. | 
Reg. Sister, you'll go with us? 
Gon. No. 
Reg. ‘Tis most convenient: pray you, go with us. 
Gon. [Aside] O, ho, I know the riddle. — I will go. 
As they are going out, enter EDGAR disguised. 
Edg. If eer your grace had speech with man so poor, 
Hear me one word. 


Alb. Pll overtake you. Speak. | 
[Exeunt all but ALBANY and EDGAR: 


It would appear from this that all the leading persons are to 89 
to a Council of War with the ancient (plural) in Albany’s tent; a 
they are going out, followed by their armies, when Edgar comes tly A 
Why in the world, then, should Goneril Propose (as she apparenig 
does) to absent herself from the Council; and why, still more, shor 
Regan object to her doing so? This is a question which always P® d 
plexed me, and I could not believe in the only answers I ever four 
Suggested, viz., that Regan wanted to keep Edmund and Gona 
together in order that she might observe them (Moberly, quoted r 
cil 
(Delius, if I understand him). se | 

But I find in Koppel what seems to be the solution (Verbesserung: | 


Enter Edgar.’ For ‘Exeunt all but Albany and Edgar’ the Ff. hav? 
r gar ele 
nothing, but Q 1 has ‘exeunt’ after Word. For the first directio“ f 
Koppel „would read, ‘Exeunt Regan, Goneril, Gentlemen, a | 
Soldiers’: for the second he would read, after ‘overtake YOU? — 


å i Cum 
This makes all clear, Albany proposes a Council of War. Edmiat a 
assents, and says he will come at once to Albany’s tent for ; 
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Berpose: The Council will consist of Albany, Edmund, and the 
butiehe of war. Regan, accordingly, is going away with her soldiers ; 
soldi e observes that Goneril shows no sign of moving with her 
an ers; and she at once suspects that Goneril means to attend the 
Sa in order to be with Edmund. Full of jealousy, she invites 
moie to go with her. Goneril refuses, but then, seeing Regan’s 
Sik contemptuously and ironically consents (I doubt if ʻO ho, I 
apell), e riddle’ should be ‘aside’, as in modern editions, following 
soldi Accordingly the two sisters go out, followed by their 
irection and Edmund and Albany are just going out, na different 
an n, to Albany’s tent when Edgar enters. His words cause 
overt to Stay; Albany says to Edmund, as Edmund leaves, ‘I'll 
© you’; and then, turning to Edgar, bids him ‘speak’. 


6. v. iii, 151 ff. 


ayien Edmund falls in combat with the disguised Edgar, Albany 
UnA the letter from Goneril to Edmund, which Edgar had 
letter st Oswald’s pocket and had handed over to Albany. This 
the ggested to Edmund the murder of Albany. The passage 1n 
obe edition is as follows: 
Sa B This is practice, Gloucester : 
ie the law of arms thou wast not bound to answer 
Bu unknown opposite: thou art not vanquish’d, 
Alb ut cozen’d and beguiled. 
; Or Shut your mouth, dame, 
T with this paper shall I stop it: Hold, sir; 
ou worse than any name, read thy own evil: 
© tearing lady; I perceive you know it. 
Gon. Say ; [Gives the letter to Edmund. 
ae if I do, the laws are mine, not thine: 
Alb, ‘Y"© can arraign me for’t? 
Know’. Most monstrous! oh! 
Gon, “TOW’st thou this paper? i 
Alb. G Ask me not what I know. [Exit. 
Edm. woo after her: she’s desperate: govern her. 
A at you have charged me with, that have I done; 
And more, much more; the time will bring it out. 
The Past, and so am I. But what art thou 
ae at hast this fortune on me? 
ane fir, g 
inserted bo ES stage-directions is not in the Qq. or Ff.: it was 
y Johnson. The second (‘Exit’) is both in the Qq. and in 


4 
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the Ff., but the latter place it after the words ‘arraign me For E 
And they give the words ‘Ask me not what I know’ to Edmund, 
not to Goneril, as in the Qq. (followed by the Globe). iu simply 

I will not go into the various views of these lines, but will sit f 
Say what seems to me most probable. It does not mate 
where precisely Goneril’s ‘exit? comes; but I believe he E d 
are right in giving the words ‘ Ask me not what I know to Ec ot 
It has been pointed out by Knight that the question ‘Know’s' dri 
this paper?’ 
has already s; 
over this difficulty by saying that Albany wants f 
there is another fact which seems to have passed unnoticed. 
Albany is ceive 
Pronoun, ‘Shut your mouth, dame,’ ‘No tearing, lady; I peria isi 
you know it.” When then he asks ‘Know’st thou this paper? 


A ja 
I should take the passage thus. At ‘Hold, sir’ {omitted in Oat 
Albany holds the letter out towards Edmund for him to dressed 
Possibly gives it to him.! The next line, with its ‘thou’, is ad letter 
to Edmund, whose ‘reciprocal vows’ are mentioned in the a 


. it 
you know it’, the ‘you’ being emphatic (her very wish to He in 
showed she knew what was in it). She practically admits her horrot S 
ledge, defies him, and goes out to kill herself. He exclaims 10 unde 
at her, and, turning again to Edmund, asks if he knows it. Edm s 


: ot 
who of course does not know it, refuses to answer (like Iago), ode 
(like Iago) out of defiance, but fro: aa 


having refused to answer this cl 


7. Vv. iii. 278. A 
Lear, looking at Kent, asks, 


Who are you? 3 TE 

Mine eyes are not o° the best: I'll tell you straight. E 

Kent. If fortune brag of two she loved and hated (Qq. or), ka 
One of them we behold. 


ou 
* ‘Hold’ can mean ‘take’; but the word ‘this’ in line 160 Ġ Know'st t ; 
this paper ?°) favours the idea that the paper is still in Albany’s 


Notes on King Lear 399 


Kent is not answering Lear, nor is he speaking of himself. He 
Is speaking of Lear. The best interpretation is probably that of 

alone, according to which Kent means, ‘We see the man most 
hated by Fortune, whoever may be the man she has loved best’; 
and perhaps it is supported by the variation of the text in the Qq., 
though their texts are so bad in this scene that their support is 
worth little. But it occurs to me as possible that the meaning is 
rather: ‘Did Fortune ever show the extremes both of her love and 
of her hatred to any other man as she has shown them to this man?’ 


8. The last lines. 


Alb. Bear them from hence. Our present business 
Is general woe. [To Kent and Edgar] Friends of my soul, you 
twain 

Rule in this realm, and the gored state sustain. 
I have a journey, sir, shortly to go; 

My master calls me, I must not say no. 
Alb. The weight of this sad time we must obey; 

Speak what we feel, not what we ought to say. 

The oldest hath borne most: we that are young 

all never see so much, nor live so long. 


Tthe Globe. The s irection (ri is Johnson’s. 
. tage-direction (right, of course) is 
Alb, last four lines are given by the Ff, to Edgar, by the Qq. to 
To; The Qq. read ‘have borne most’. ai 
me; 2 whom ought the last four lines to be given, and what do t ey 
and: mit is proper that the principal person should speak last, 
Ff. this is in favour of Albany. Butin this scene at any rate the 
pe’ gv hich give the speech to Edgar, have the better text nnet 
Alban » 4 make Kent die after his two lines!); Kent has answere 
ap ny, but Edgar has not; and the lines seem to be rather more 
dens Priate to Edgar. For the ‘gentle reproof’ of Kent’s despon- 
altheu (if this phrase of Halliwell’s is right) is like Edgar; and, 
ere igh we have no reason to suppose that Albany was not young, 
5 E nothing to prove his youth. F x 
a pla; © the meaning of the last two lines (a poor conclusion to suc! 
Y) I should suppose that ‘the oldest’ is not Lear, but ‘the oldest 
is o viz., Kent, the one survivor of the old generation: and this 
lines, FOE Probable if there is a reference to him in the preceding 
ee so he last words seem to mean, ‘We that are young shall nyet 
not beeen and yet live so long’: i.e. if we suffer so much, we sha 
Lear cy it.as he has. if the Qq. ‘have’ is right, the reference is to 
> Gloster and Kent. 


Kent, 
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Note Z 


SUSPECTED INTERPOLATIONS IN MACBETH 


a 
I have assumed in the text that almost the whole of Madhe 
is genuine; and, to avoid the repetition of arguments to be Bat 
in other books, I shall leave this opinion unsupport aa there 
among the passages that have been questioned or rejecte ‘ae 
are two which seem to me open to serious doubt. They a d 
those in which Hecate appears: viz., the whole of m. V.; 
IV. i, 39-43, ntain 
These passages have been suspected (1) because they Mi dle 
stage-directions for two songs which have been found in Mi the 
ton’s Witch; (2) because they can be excised without leaves ta 
least trace of their excision ; and (3) because they contain lines 1ni 


A Ag itch- 
gruous with the spirit and atmosphere of the rest of the Wit 
scenes: e.g. m. v. 10 f.: 


all you have done 
Hath been but for a wayward son, 
Spiteful and wrathful, who, as others do, 
Loves for his own ends, not for you; 


and iv. i. 41, 2; 


| 
And now about the cauldron sing, ij 
Like elves and fairies in a ring. 


oan inti- 
The idea of sexual relation in the first passage, and the trivial dain 
ness of the second (with which cf, mm. y, 34, 


Hark! Tam call’d; my little spirit, see, | 
Sits ina foggy cloud, and stays for me) 


suit Middleton’s Witches quite well, but Shakespeare’s not at alli 


PAR 8 * ‘0° 
and it is difficult to believe that, if Shakespeare had meant to intr 


de 
duce a personage supreme over the Witches, he would have the 


i her So unimpressive as this Hecate, (It may be added th ' iher 
original stag -direction at 1v. i, 39, ‘Enter Hecat and the 
three Witches’, is suspicious.) 


e, 3 
I doubt if the second and third of these arguments, taken along 


rier 5 1 act, 
would justify a very serious suspicion of interpolation; but the fa% 
1 E.g. Mr. Ch: 


ambers’s excellent little edition in the Warwick series: 


Notes on Macbeth 401 


mentioned under (1), that the play has here been meddled with, 
trebles their weight. And it gives some weight to the further fact 
that these passages resemble one another, and differ from the bulk 
of the other Witch passages, in being iambic in rhythm. (It must, 
however, be remembered that, supposing Shakespeare did mean to 
introduce Hecate, he might naturally use a special rhythm for the 
Parts where she appeared.) 

The same rhythm appears in a third passage which has been 
doubted: 1v. i, 125-132. But this is not quite on a level with the 
Other two; for (1), though it is possible to suppose the Witches, as 
well as the Apparitions, to vanish at 124, and Macbeth’s speech 
to run straight on to 133, the cut is not so clean as in the other 
Cases; (2) it is not at all clear that Hecate (the most suspicious 
Cement) is supposed to be present. The original stage-direction 
a 133 is merely ‘The Witches Dance, and vanish’; and even if 


‘cate had been present before, she might have vanished at 43, 
as Dyce makes her do. 


Note AA 


HAS MACBETH BEEN ABRIDGED? 


Macbeth is a very short play, the shortest of all Shakespeare’s 
Ket, the Comedy of itor, i contains only 1993 lines, while 
nese Lear contains 3298, Othello 3324, and Hamlet 3924. The 

Xt shortest of the tragedies is Julius Caesar, which has 2440 lines. 
pu e Ngures are Mr. Fleay’s. I may remark that for our present 
in prone we want the number of the lines in the first Folio, not those _ 

Is coer composite texts.) 

I will ane any reason to think that the play has been shortened? 
apart pee consider this question, so far as it can be considered 
hand] Ie the wider one whether Shakespeare’s play was re- 
hae by Middleton or some one else. 
SPeare the play, as we have it, is slightly shorter than the play Snakea 
Mach prote seems not improbable. (1) We have no Quarto o 
Play. eth; and, generally, where we have a Quarto or Quartos of a 
ee find them longer than the Folio text. (2) There are perhaps 
Signs pens of omission in our text (over and above the plentiful 
and B. corruption), Iwill give one example (1. iv. 33-43). Macbeth 
un anquo, returning from their victories, enter the presence of 
Which th (14), who receives them with compliments and thanks, 


cy acknowledge. He then speaks as follows: 
oe 


that 


likely, (1 i i 
Y. (1) There is no Internal evidence of the omission of anything 


tions nothin i orman, who saw th in 1610, men 
' which we do not find in our Blas id iis statement | 


Cumberland, 
in the first art po hereabouts Could such omissions occur? Only 
» for the rest is full enough. And surely anyone who | 
j 


wanted to cut th 
Ik with B play down would have operated, say, on Macbeth ® 


ost 


e murder z 
reduced his S paican come in the Third Act, and then himself 
place, perceiving in ain to bring the murder back to its preset 
a flash of genius the extraordinary effect that 
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might thus be produced. But, even if this idea suited those who 
elieve in a rehandling of the play, what probability is there in it? 
us it seems most likely that the play always was an extremely 
Short one. Can we, then, at all account for its shortness? It is pos- 
sible, in the first place, that it was not composed originally for the 
public stage, but for some private, perhaps royal, occasion, when 
time was limited. And the presence of the passage about touching 
for the evil (Iv. iii. 140 ff.) supports this idea. We must remember, 
Secondly, that some of the scenes would take longer to perform than 
Ordinary scenes of mere dialogue and action; e.g. the Witch-scenes, 
and the Battle-scenes in the last Act, for a broad-sword combat 
Was an occasion for an exhibition of skill.t And, lastly, Shakespeare 
May well have felt that a play constructed and written like Macbeth, 
a play in which a kind of fever-heat is felt almost from beginning 
6 end, and which offers very little relief by means of a 
it pathetic scenes, ought to be short, and would be unbearable i 
i jailed so long as Hamlet or even King Lear. And in fact I do not 
ink that, in reading, we feel Macbeth to be short: certainly we 
a Astonished when we hear that it is about half as long as Hamlet. 
By aps in the Shakespearean theatre too it appeared to occupy a 
Ser time than the clock recorded. 


Note BB 


THE DATE OF MACBETH. METRICAL TESTS 


Dr. Forman saw Macbeth performed at the Globe in 1610, The 


estion is how much earlier its composition or first appearance 
'S to be put 


of ae agreed that the date is not earlier than that of the accession 


ie CS I in 1603. The style and versification would make an 
nen ate almost A E And we have the allusions i 
king told balls and treble sceptres’ and to the descent of Scottis 
King: tom Banquo; the undramatic description of touching for the 
Use s Evil (James performed this ceremony); and the dramatic 


an witchcraft, a matter on which James considered himself 
authority, 


Teese, two consideratio in mind in regard to 
> ns should also be borne in mind in reg: 
Ten keeptional shortness of the Midsummer Night's Dream and the 
Would e oth contain scenes which, even on the Elizabethan See, 
each aae an unusual time to perform. And it has been supposed O 
at it was composed to grace some wedding. 
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re > 
Some of these references would have their fullest effect early in 


James’s reign. And on this ground, and on account both of resem 
blances in the character of Hamlet and Macbeth, and of the use a 

the supernatural in the two Plays, it has been held that Macbet a 
was the tragedy that came next after Hamlet, or, at any rate, next 


after Othello. f A 
These arguments seem to me to have no force when set aga y 
those that point to a later date (about 1606) and place Macbeth aft on 
King Lear.* And, as I have already observed, the probability is tha ‘ 
it also comes after Shakespeare’s part of Timon, and immediately j 
before Antony and Cleopatra and Coriolanus. A un 
I will first refer briefly to some of the older arguments in favo r 
of this later date, and then more at length to those based on vers j 
fication. tho 
(1) In n. iii. 4-5, ‘Here’s a farmer that hang’d himself on, A 
expectation of plenty’, Malone found a reference to the exception- 
ally low price of wheat in 1606. ho 
(2) In the reference in the same speech to the equivocator was : 
could swear in both scales and committed treason enough for Go oa 
sake, he found an allusion to the trial of the Jesuit Garnet, in ae 
spring of 1606, for complicity in the Gunpowder Treason and P! a a 
Garnet protested on his soul and salvation that he had not hel j 
certain conversation, then was obliged to confess that he had, any É. 
discourse defending equivocation + 
Hehe ent which I have barely sketched, seems to me ee . 
Weightier than the first; and its weight is increased by the furthet i 
reterences to perjury and treason pointed out on p. 335. beth 
appears to be an allusion to Macye, 
4to, 1607: ‘we'll ha’ the ghost i’ Uy 
th’ table’; and Malone had referre Ea 
sar and Pompey, also pub. 1607: 
{ 


Í 


Why, think you, lords, that ’tis ambitions spur i? 
That pricketh Caesar to these high attempts? y 
Pe. | 

i e references in Macbeth to oa 
eing rebuked by Caesar, and to the insig we 
n prisoner, as showing that Shakespear Y. 
¢ » Was reading Plutarch’s Lives, with a view 
to his next Play Antony and Cleopatra (S.R. 1608), 


* The fact that King Lear was performed at Court on December 26 A 
é os B of course very far from showing that it had never beer perform Ry 


t 
y 


Notes on Macbeth 405 


. (4) To these last arguments, which by themselves would be of 
little weight, I may add another, of which the same may be said. 

arston’s reminiscences of Shakespeare are only too obvious. 
In his Dutch Courtezan, 1605, I have noticed passages which recall 
Othello and King Lear, but nothing that even faintly recalls Macbeth. Ę 

ut in reading Sophonisba, 1606, I was several times reminded of 
Macbeth (as well as, more decidedly, of Othello). I note the parallels 
for what they are worth. 

With Sophonisba, Act. 1. Sc. ii.: 


Upon whose tops the Roman eagles stretch’d y f 
Their large spread wings, which fann’d the evening aire 
To us cold breath, 


cf. Macbeth, 1. ii. 49: 


Where the Norweyan banners flout the sky 
And fan our people cold. 


Cf. Sophonisba, a page later: ‘ yet doubtful stood the fight,” with 
‘acbeth, 1. ii. 7, ‘Doubtful it stood’ [Doubtful long it stood’?] 
In the same scene of Macbeth the hero in fight is compared to an 
eagle, and his foes to sparrows; and in Soph. m. ii. Massinissa in 
ght is compared to a falcon, and his foes to fowls and lesser birds. 
Should not note this were it not that all these reminiscences (if 
they are such) recall one and the same scene. In Sophonisba also 
ere is a tremendous description of the witch Erictho (iv. i), who 
Wes, to the person consulting her, ‘I know thy thoughts’, as the 
neta f ays to Macbeth, of the Armed Head, ‘He knows thy 
ght’. 

(5) The resemblances between Othello and King Lear pointed out 
On Pp. 199-200 and in Note R „form, when taken in conjunction `- 
ith other indications, an argument of some strength in favour of 

© idea that King Lear followed directly on Othello. | 
I wi here remains the evidence of style and especially of metre. 
will not add to what has been said in the text concerning the 
otmer; but I wish to refer more fully to the latter, in so far as it 
can be represented by the application of metrical tests. It is impos- 
sible to argue here the whole question of these tests. I will only 
say that, while I am aware, and quite admit the force, of what can 
© said against the independent, rash, or incompetent use of them, 
am fully convinced of their value when they are properly used. 
these tests, that of rhyme and that of feminine endings, dis- 
Steetly employed, are of use in broadly distinguishing Shakespeare’s 


i 
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‘ : the 
Plays into two groups, earlier and later, and also in marking Ci in 
very latest dramas; and the feminine-ending test is 0 nin Noble 
distinguishing Shakespeare’s part in Henry VIII and the Tw te plays 
Kinsmen. But neither of these tests has any power to separa fean d 
composed within a few years of one another. There is TH contain 
in the fact that the Winter's Tale, the Tempest, Henry VI * the fact 
hardly any rhymed five-foot lines; but none, probably, ic King 
that Macbeth shows a higher percentage of such lines t ndings, 
Lear, Othello, or Hamlet. The percentages of feminine a abelii 
again, in the four tragedies, are almost conclusive agani nol 
being early plays, and would tend to show that they wentah 
among the latest; but the differences in their respective peroba h 
which would place them in the chronological order Hamlet, Jlo. King 
Othello, King Lear (König), or Macbeth, Hamlet, OL cholars, 
Lear (Hertzberg), are of scarcely any account.! Nearly all sı 
I think, would accept these statements. f ittedly are 
The really useful tests, in regard to plays which admi ngs f 
not widely separated, are three which concern the en e made 
Speeches and lines. It is practically certain that Shakespsam more 
his verse progressively less formal, by making the speeches Saal g 
and more often within a line and not at the close of it; by nother; 
the sense overflow more and more often from one line into word on 
and, at last, by sometimes placing at the end of a line a vE may 
which scarcely any stress can be laid. The corresponding te ht an 
be called Speech-ending test, the Overflow test, and the Lig! 
Weak Ending test. $ dl will 
I. The Speech-ending test has been used by König,’ an unable 
first give some of his results. But I regret to say that ran eeches 
to discover certainly the rule he has gone by. He omits SP uplet. 
which are rhymed throughout, or which end with a rhymed co pose 
And he counts only speeches which are ‘mehrzeilig’. I Sue 
this means that he counts any speech consisting of two lines Or more 
ut omits not only one-line speeches, but speeches containing 
than one line but less than two; but I am not sure. tage of 
In the plays admitted by everyone to be early the percen T he 
speeches ending with an j i to 12: 
Comedy of Errors, for example, it is only 0°6. It advances Tt nt 
in King John, 18-3 in Henry V, and 21°6 in As You Like ene 
trises quickly soon after, and in no play written (according to e ted ly 
clief) after about 1600 or 1601 is it less than 30. In the admi 


% thest 
*T have not tried to discover the source of the difference between 
two reckonings. 


Der Vers in Shakspere’s Dramen, 1888. 


h 
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pest plays it rises much higher, the figures being as follows: 
VOLE, 77°5, Cor. 79, Temp. 84:5, Cym. 85, Win. Tale 87:6, Henry 
Aa (parts assigned to Shakespeare by Spedding) 89. Going back, 
me t9 the four tragedies, we find the following figures: Othello 
ni pet 51-6, Lear 60°9, Macbeth 77:2. These figures place 
ae ae decidedly last, with a percentage practically equal to that 
I ae the first of the final group. 
Pete, now give my own figures for these tragedies, as they differ 
dyth at from K6nig’s, probably because my method differs. 
eet ay included speeches rhymed or ending with rhymes, mainly 
Fi sheet find that Shakespeare will sometimes (in later plays) end 
mi ‘See is partly rhymed with an incomplete line (e.g. Ham. 
And if , and the last words of the play : or Macb. v. i. 87, v. ii. 31). 
may b such speeches are reckoned, as they surely must be (for they 
com ct and are, highly significant), those speeches which end with 
plete rhymed lines must also be reckoned. (2) I have counted 


an; + = 5 8 
tee es exceeding a line in length, however little the excess may 


I'll fight till from my bones my flesh be hacked. 
ive me my armour: 
considerin 


as an in g that the incomplete line here may be just as significant 

within bales line ending a longer speech. If a speech begins 

When it i ine and ends brokenly, of course I have not counted it 
itis equivalent to a five-foot line; e.g. 


Wife, children, servants, all 
That could be found: 


but 
I do count such a speech (they are very rare) as 


My lord, I do not know: 
But truly I do fear it: 


for 
the same reason that I count 


You know not 
Whether it was his wisdom or his fear. 
they i tho speeches thus counted, those which end somewhere within 
57; in Ki find to be in Othello about 54 per cent. ; in Hamlet about 
; ing Lear about 69; in Macbeth about 75.* The order is the 


1 
eS the parts of Timon (Globe text) assigned by Mr. Fleay to Shake- 
percerya ANd the percentage to be about 74:5. König gives 62/8 as the 
age in the whole of the play. 
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same as K6nig’s, but the figures differ a good deal. I presunti j 
the last three cases this comes from the difference in method; ee 
I think König’s figures for Othello cannot be right, for I have the 
several methods and find that the result is in no case far from hat 
result of my own, and I am almost inclined to conjecture ie i 
König’s 41-4 is really the percentage of speeches ending pe ihe 
close of a line, which would give 58-6 for the percentage .o 
broken-ended speeches.! before 
We shall find that other tests also would put Othello aa 
Hamlet, though close to it. This may be due to ‘accident = ee 
cause or causes unknown to us; but I have sometimes wong the 
whether the last revision of Hamlet may not have succeede a, 
composition of Othello. In this connection the following fact an 
be worth notice. It is well known that the differences of the ar. 
Quarto of Hamlet from the First are much greater in the lasia the 
Acts than in the first two — so much so that the editors O! ay, 
Cambridge Shakespeare suggested that Q 1 represents an old PA 
of which Shakespeare’s rehandling had not then proceeded re ted 
beyond ‘the Second Act, while Q2 represents his later comp red 
rehandling. If that were so, the composition of the last three a 
would bea good deal later than that of the first two (though of cou e 
the first two would be revised at the time of the composition od | 
last three). Now I find that the percentage of speeches ending the 
a broken line is about 50 for the first two Acts, but about 62 for nes 
last three. It is lowest in the First Act, and in the first two So 6s | 
of it is less than 32. The percentage for the last two Acts is aboni 3 
I. The Enjambement or Overflow test is also known as the ed' 
stopped and Run-on line test, A line may be called ‘end-stopP 
when the sense, as well as the to 
pause at its close; ‘run-on’ when the mere sense would lead onè 
Pass to the next line without any pause.? This distinction is 1? " 
great majority of cases quite easy to draw: in others it is diffic of 
The reader cannot judge by rules of grammar, or by marks 


reles 
„4, hay a mistake in the case of Pericle 
König gives 17-1 as the percentage of the speeches with broken “ntedly 
considering the style in the undow EN 
> and I find that, on my method, in Acts Il, slight 
rst two Acts (which show very. Sa the 
any, traces of Shakespeare’s hand) about 19. I cannot imagini 
onein of rhe mistake here. line, one 
Put the matter thus, instead of saying that, with a run-on line ith 
does p o the next line with Traber miha, 


many others, I should Not in ignore the 
that one line ends sed’ any case whatever wholly ign! 
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Punctuation (for there is a distinct pause at the end of many a line 
where most editors print no stop) : he must trust his ear. And readers 
will differ, one making a distinct pause where another does not. This, 
owever, does not matter greatly, so long as the reader is consis- 
tent; for the important point is not the precise number of run-on 
es in a play, but the difference in this matter between one play 
and another. Thus one may disagree with König in his estimate 
of many instances, but one can see that he is consistent. 

In Shakespeare’s early plays, ‘overflows’ are rare. In the 
Comedy of Errors, for example, their percentage is 12-9 according 
to Kénig? (who excludes rhymed lines and some others). In the 
generally admitted last plays they are comparatively frequent. 
Thus, according to König, the percentage in the Winter's Tale 
IS 37-5, in the Tempest 41-5, in Antony 43:3, in Coriolanus 45:9, 
in Cymbeline 46, in the parts of Henry VIII assigned by Spedding 
to Shakespeare 53-18, K@nig’s results for the four tragedies are as 
follows: Othello, 19-5; Hamlet, 23-1; King Lear, 29:3; Macbeth, 
36-6; (Timon, the whole play, 32:5). Macbeth here again, therefore, 
oS decidedly last: -indeed it stands near the first of the latest 

Ss. 

„And no one who has ever attended to the versification of Macbeth 
Will be surprised at these figures. It is almost obvious, I should 
Say, that Shakespeare is passing from one system to another. Some 
Passages show little change, but in others the change is almost 
complete. If the reader will compare two somewhat similar solilo- 
Aties, “To be or not to be’ and ‘If it were done when "tis done’, he 
a Tecognise this at once. Or let him search the previous plays, 

ven King Lear, for twelve consecutive lines like these: 


If it were done when ’tis done, then ‘twere well 

It were done quickly: if the assassination 

Could trammel up the consequence, and catch 

With his surcease success; that but this blow 

Might be the be-all and the end-all here, 
ut here, upon this bank and shoal of time, 

We ‘ld jump the life to come. But in these cases 

We still have judgment here; that we but teach 

- Bloody instructions, which, being taught, return 

© plague the inventor: this even-handed justice 
ommends the ingredients of our poison’d chalice 
© our own lips. 


1 
whinge Overflows are what König calls ‘schroffe Enjambements’, 
© considers to correspond with Furnivall’s ‘run-on lines’. 


mepe 5 


_ I thought it mi 
Sẹ: 
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Or let him try to parallel the following (in. vi. 37 f.): 


and this report 
Hath so exasperate the king that he 
Prepares for some attempt of war. 
Len. Sent he to Macduff? 
Lord. He did: and with an absolute ‘Sir, not I,’ 
The cloudy messenger turns me his back , 
And hums, as who should say ‘You’ll rue the time 
That clogs me with this answer.’ 
A . And that well might 
Advise him to a caution, to hold what distance 
His wisdom can provide. Some holy angel 
Fly to the court of England, and unfold ; 
is message ere he come, that a swift blessing 


ay soon return to this our suffering country 
Under a hand accurs’d! 


or this (1v. iii. 118 f.): 


Macduff, this noble passion, 
= Child of integrity, hath from my soul 

Wiped the black scruples, reconciled my thoughts 
To thy good truth and honour. Devilish Macbeth 
By many of these trains hath sought to win me 
Into his power, and modest wisdom plucks me 
From over-credulous haste: but God above 
Deal between thee and me! for even now 
I put myself to thy direction, and 

nspeak mine own detraction, here abjure 
The taints and blames I laid upon myseif, 

or strangers to my nature, 


x Ea i 
I Pass to another point, In the last illustration the reader weal 
observe not only that “overflows” abound, but that they follow 


another in an unbroken seri 


not, probably, be found out: 
series of two or th 


three is rare in the early pla 
of the second Period (König). 
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two places where they occur, and perhaps I may say that my idea 
of an ‘overflow’ is more exacting than Kénig’s. The reader will 
understand the following table at once if I say that, according to it, 
Othello contains three passages where a series of four successive 
overflowing lines occurs, and two passages where a series of five 
such lines occurs: 


4|s | 6] 2 | 2 |) Sdra 
Othello 31) 2). — es E 2,758 
Hamlet T || — 3) | — | ae 2,571 
Lear 6 aS | Se 2,312 
Timon T 2T lel 1,0310) 
Macbeth T\ S Do) A 1,706 
Coriolanus 16414.) T L) 2 hee 2,563 


(The figures for Macbeth and Timon in the last column must be 
orne in mind. I observed nothing in the non-Shakespeare part 
of Timon that would come into the table, but I did not make a 
careful search. I felt some doubt as to two of the four-series in 
Othello and again in Hamlet, and also whether the ten-series in 
Coriolanus should not be put in column 7). 
Ill. The light and weak ending test. 
A e have just seen that in some cases a doubt is felt whether there 
IS an ‘overflow’ or not. The fact is that the ‘overflow’ has many 
grees of intensity. If we take, for example, the passage last 
Quoted, and if with König we consider the line 


The taints and blames I laid upon myself 


to be run- 


on (as I do not), we shall at least consider the overflow 
to be muc 


h less distinct than those in the lines 


but God above 
Deal between thee and me! for even now 
I put myself to thy direction, and 
Unspeak my own detraction, here abjure. 


fe Of these four lines the third runs on into its successor at much 
e greatest speed. 
OVER a now: 


. ‘abjure’, are not light or weak endings: ‘and’ 
1S a weak ending. ; = 


Prof. Ingram gave the name weak ending to certain 
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words on which it is scarcely possible to dwell at all, and which, \ 
therefore, precipitate the line which they close into the following. 
Light endings are certain words which have the same effect in & 
slighter degree. For example, and, from, in, of, are weak endings; 
an, are, I, he, are light endings. f t 
The test founded on this distinction is, within its limits, the mos! 
satisfactory of all, partly because the work of its author can be 
absolutely trusted. The result of its application is briefly as follows 
Until quite a late date light and weak endings occur in Shakespeare 
works in such small numbers as hardly to be worth consideration 
But in the well-defined group of last plays the numbers both of lig aN 
and of weak endings increase greatly, and, on the whole, the inerea F. 
apparently is progressive (I say apparently, because the order 
which the last plays are generally placed depends to some extent 
on the test itself). I give Prof. Ingram’s table of these plays, prem 
ing that in Pericles, Two Noble Kinsmen, and Henry VIII he use 
only those parts of the plays which are attributed by certain authori- 
ties to Shakespeare (New Shakspere Soc. Trans., 1874). 


tage 


i Percentage | Percentage Percent 
tel ee Weak. | of light in | of weak in] | of, y 
See verse lines. | verse lines. oll. 


Antony & } 3.53 a 
Cleopatra 4 
Coriolanus, 4,05 Py 
Pericles 4.17 ' 
Tempest 4,59 
Cymbeline 4.83 0 
Winter’s Tale 5.48 
Two Noble } 6.10 
Kinsmen 5 
Henry VII 7.16 v 


PR 
Now, let us turn to our four tragedies (with Timon). Here again - 
we have one doubtful play, and I give the figures for the whole are 
Timon, and again for the parts of Timon assigned to Shakespr oy A 
by Mr. Fleay, both as they appear in his amended text and as ie 
appear in the Globe (perhaps the better text). 


Th d 
„The number of light endin » h in Julius Caesar (10) 20° — 
All’s Well (12) is Sete Notice. E agg ECD 
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Weak 


Hamlet 
Othello 
Lear 
Timon (whole) 
(Sh. in Fleay) 
(Sh. in Globe 
Macbeth 


NN AUF OO 


Now here the figure: the first three plays tell us practically 
nothing, The ee freer use of these endings is not sate 
S to Timon, the number of weak endings, 1 think, teleg S D 
for probably only two or three are Shakespeare's; but t EETA 
© number of light endings is so marked as to be significan aes 
Sint Significant is this rise in the case of Macbeth, WHC iing 
hakespeare’s part of Timon, is much shorter than the pice Sate 
mays, Tt Strongly confirms the impression that in Macbet i. oe 
late ansition to Shakespeare’s last style, and that the play 
atest of the five tragedies. t 


Nore CC 


ITED? 
WHEN WAS THE MURDER OF DUNCAN FIRST PLO po 
met the od many readers probably think that, when Macbr E 
numb © Witches, he was perfectly innocent; but a ely guilty 
ambitie would say that he had already harboured a wage 
thing am though he had not faced the idea of MUrT natural 
interpo cte Can be no doubt that this is the obvious MC o rather 
forpa têtion of the scene. Only it is almost necessary o ests pre- 
cise fa? 22d to suppose that his guilty ambition, whate ee 
Sure] orm, was known to his wife and shared by er, antaneously 
assu Y, she would not, on reading his letter, so inst? pee 
Macba, ®t the King must be murdered in their cate ie y IS) 
that this’@8 SO0n as he meets her, be aware (as 


3 thought is in her mind. PEA 
of nee Editors of the Cambridge Shakespeare might appeal et that 
the jast Vics that parts of Act v. are not Shakespeare's, tO 
s Of the light endings occurs at IV. iii. 165. 


t 


‘ 
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But there is a famous passage in Macbeth which, closely con- 
sidered, seems to require us to go further still, and to suppose that, 
at some time before the action of the play begins, the husband and 
wife had explicitly discussed the idea of murdering Duncan at some 
favourable opportunity, and had agreed to execute this idea. Atten- 
tion seems to have been first drawn to this passage by Koester 1n 
vol. 1. of the Jahrbiicher d. deutschen Shakespeare-Gesellschaft, and 
on it is based the interpretation of the play in Werder’s very able 
Vorlesungen iiber Macbeth. ; 

The passage occurs in 1. vii., where Lady Macbeth is urging her 
husband to the deed: 


Macb. Prithee, peace: 
I dare do all that may become a man; 
Who dares do more is none. 

Lady M. What beast was’t, then, 
That made you break this enterprise to me? 
When you durst do it, then you were a man; 
And, to be more than what you were, you would 
Be so much more the man. Nor time nor place 
Did then adhere, and yet you would make both: 
They have made themselves, and that their fitness now 
Does unmake you. I have given suck, and know 
How tender ’tis to love the babe that milks me: 
I would, while it was smiling in my face, 
Have pluck’d my nipple from his boneless gums, 
And dash’d the brains out, had I so sworn as you 
Have done to this. 


Here Lady Macbeth asserts (1) that Macbeth proposed the murder 
to her: (2) that he did so at a time when there was no opportuni A 
to attack Duncan, no ‘adherence’ of ‘time’ and ‘place’: (3) that he 
ped he would make an opportunity, and swore to carry out t 
murder. 

Now it is possible that Macbeth’s ‘swearing’ might have occurred 
in an interview off the stage between scenes v. and vi., or scenes E 
and vii.; and, if in that interview Lady Macbeth had with difficulty 
worked her husband up to a resolution, her irritation at his relaps® 
in sc. vii., would be very natural. But, as for Macbeth’s first proposa 
of murder, it certainly does not occur in our play, nor coul 
possibly occur in any interview off the stage; for when Macbet 
and his wife first meet, ‘time’ and ‘place’ do adhere; ‘they bava 
made themselves’, The conclusion would seem to be, either tha 


Dn 
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the proposal of the murder, and probably the oath, occurred in a 
Scene at the very beginning of the play, which scene has been lost 
Or cut out; or else that Macbeth proposed, and swore to execute, 
the murder at some time prior to the action of the play.* The first of 
these hypotheses is most improbable, and we seem driven to adopt 

© second, unless we consent to burden Shakespeare with a care- 
less mistake in a very critical passage. 

And, apart from unwillingness to do this, we can find a good deal 
to say in favour of the idea of a plan formed at a past time. It 
Would explain Macbeth’s start of fear at the prophecy of the king- 
dom. It would explain why Lady Macbeth, on receiving his letter, 
immediately resolves on action; and why, on their meeting, each 
knows that Murder is in the mind of the other. And it is in har- 
mony with her remarks on his probable shrinking from the act, 
ie which, ex hypothesi, she had already thought it necessary to make 

im pledge himself by an oath. i 3 

Yet I find it very difficult to believe in this interpretation. It is 
not merely that the interest of Macbeth’s struggle with himself and 
with his wife would be seriously diminished if we felt he had been 
through all this before. F think this would be so; but there are two 


Here important Objections. In the first place the violent agitation 
€scribed in the words, 


If good, why do I yield to that suggestion 
hose horrid image doth unfix my hair _ 
And make my seated heart knock at my ribs, 
Would su 


Wer rely not be natural, even in Macbeth, if the idea of ours 
wife, alrea, y quite familiar to him through conversation with tiè 
asiik ae 1 he had already done more than ‘yield’ to it. -Tt is ue 
Ous the Witches had told him that Duncan was coming to his 
execut In that case the perception that the moment had come 39 
e Sa y general design might well appal him. But all tha 
cars is that he will one day be King—a statement which, sup- 
action this general design, would not point to any pete 
1 The nd, in the second place, it is hard to believe that i 
ithin the meeting” might c is vi occur off the stage 
wi & might of course, on this view, occi t 
tee n play; but there is no occasion to suppose this if we are obliged 
2 To this prOPOsal outside the play. m ‘ 
Make i tes might be answered that the effect of the prediction es o 
and so mak l, ‘Then T shall succeed if I carry out the plan of mur e 
reply, a ake him yield to the idea over again. To which I can only 
Wrote the iPating the next argument, ‘ How is it that Shakespeare 
idea of © speech in such a way that practically everybody supposes the 
Murder to be occurring to Macbeth for the first time? 
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Shakespeare really had imagined the murder planned and swori 
to before the action of the play, he would have written the first six 
scenes in such a manner that practically all readers imagine quite 
another state of affairs, and continue to imagine it even after they 
have read in scene vii. the passage which is troubling us. Is it 
likely, to put it otherwise, that his idea was one which nobody A 
seems to have divined till late in the nineteenth century? And for — 
what possible reason could he refrain from making this idea clear 
to his audience, as he might so easily have done in the third scene? i. 
It seems very much more likely that he himself imagined the matter 
as nearly all his readers do. ‘ll 
But, in that case, what are we to say of this passage? Iwh 
answer first by explaining the way in which I understood it befor 
I was aware that it had caused so much difficulty. I supposed that fe’ 
an interview had taken place after scene v., a scene which shows 
Macbeth shrinking, and in which his last words were ‘we Mie 4 
speak further’, In this interview, I supposed, his wife had so wrough 
upon him that he had at last yielded and pledged himself by oath to 
do the murder. As for her statement that he had ‘broken the 
enterprise’ to her, I took it to refer to his letter to her—a leten 
written when time and place did not adhere, for he did not yet — 
know that Duncan was coming to visit him. In the letter he dom b; 
not, of course, openly ‘break the enterprise’ to her, and it is not ~ 
likely that he would do such a thing in a letter; but if they had ha a 
ambitious conversations, in which each felt that some half-forme he 
guilty idea was floating in the mind of the other, she might natur: ‘a 
ally take the words of the letter as indicating much more than ie! 4 
said; and then in her passionate contempt at his hesitation, and her 
Passionate eagerness to overcome it, she might easily accuse him, 
doubtless with exaggeration, and probably with conscious exe 
geration, of having actually proposed the murder. And Macbeth, 
knowing that when he wrote the letter he really had been thinking 
of murder, and indifferent to anything except the question whether 
murder should be done, would easily let her statement pass U2 
challenged. : 
This interpretation still seems to me not unnatural. The alter om 
native (unless we adopt the idea of an agreement prior to the acmon 2 
of the play) is to suppose that Lady Macbeth refers throughout 
the passage to some interview subsequent to her husband’s returDy 


*It might be answered here again that the actor, instructed by snake ; 
speare, could act the start of fear so as to convey quite clearly the i cia 
of definite guilt. And this is true; but we ought to do our best to inter 
pret the text before we have recourse to this kind of suggestion. a 


ee 
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and that, in making her do so, Shakespeare simply forgot her 
speeches on welcoming Macbeth home, and also forgot that at any 
such interview ‘time’ and ‘place’ did ‘adhere’. It is easy to under- 
stand such forgetfulness in a spectator and even in a reader; but it 
is less easy to imagine it in a poet whose conception of the two 


characters throughout these scenes was evidently so burningly 
vivid. 


Note DD 


DID LADY MACBETH REALLY FAINT? 


__ In the scene of confusion where the murder of Duncan is dis- 
covered, Macbeth and Lennox return from the royal chamber; 
Lennox describes the grooms who, as it seemed, had done the deed: 


Their hands and faces were all badged with blood; 
So were their daggers, which unwiped we found 
Upon their pillows: 
They stared, and were distracted; no man’s life 
Was to be trusted with them. 
Macb. O, yet I do repent me of my fury 
That I did kill them. 
Macd, Wherefore did you so? 
Macb. Who can be wise, amazed, temperate and furious, 
Loyal and neutral, in a moment? No man: 
The expedition of my violent love 
Outrun the pauser, reason. Here lay Duncan, 
His silver skin laced with his golden blood; 
And his gash’d stabs look’d like a breach in nature 
For ruin’s wasteful entrance; there, the murderers, 
Steep’d in the colours of their trade, their daggers 
Unmannerly breech’d with gore: who could refrain, 
That had a heart to love, and in that heart 
Courage to make’s love known? 


At this point Lady Macbeth exclaims, ‘Help me hence, ho!’ Her 
husband takes no notice, but Macduff calls out ‘Look to the 
lady,’ This, after a few words ‘aside’ between Malcolm and 
Donalbain, is Tepeated by Banquo, and, very shortly after, all except 
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Duncan’s sons exeunt. (The stage-direction ‘Lady Macbeth is- 
carried out’, after Banquo’s exclamation ‘Look to the lady’, is not F 
in the Ff. and was introduced by Rowe. If the Ff. are right, she 
an tardy have fainted away. But the point has no importance 

ere. i, 

Does Lady Macbeth really turn faint, or does she pretend? The 
latter seems to have been the general view, and Whately pointed 
out that Macbeth’s indifference betrays his consciousness that the 
faint was not real. But to this it may be answered that, if he be- k; 
lieved it to be real, he would equally show indifference, in order to 
display his horror at the murder. And Miss Helen Faucit and 
others have held that there was no pretence. 5 

In favour of the pretence it may be said (1) that Lady Macbeth, — 
who herself took back the daggers, saw the old King in his blood, À 
and smeared the grooms, was not the woman to faint at a merè 
description; (2) that she saw her husband over-acting his part, and 
saw the faces of the lords, and wished to end the scene,—which she 
succeeded in doing. 

But to the last argument it may be replied that she would not 
willingly have run the risk of leaving her husband to act his part 
alone. And for other reasons (indicated above, p. 314 f.) I deci- 
dedly believe that she'is meant really to faint. She was no Goneril. 
She knew that she could not kill the King herself; and she never — 
expected to have to carry back the daggers, see the bloody corpse 
and smear the faces and hands of the grooms. But Macbeth’s agony 
greatly alarmed her, and she was driven to the scene of horror tO 
complete his task; and what an impression it made on her we kno J 
from that sentence uttered in her sleep, ‘Yet who would have though! 
the old man to have had so much blood in him?’ She had now, 
further, gone through the ordeal of the discovery. Is it not quite 
natural that the reaction should come, and that it should come just — 
when Macbeth’s description recalls the scene which had cost her = 
the greatest effort? Is it not likely, besides, that the expression 0D | 
the faces of the lords would force her to realise, what before the 
murder she had refused to consider, the horror and the suspicio? 
it must excite? It is noticeable, also, that she is far from carryin d 
out her intention of bearing a part in making their ‘griefs ae 5 
clamours roar upon his death’ (1. vii. 78). She has left it all to he 
husband, and, after uttering but two sentences, the second of whic 7 
is answered very curtly by Banquo, for some time (an interval oe y 
33 lines) she has said nothing. I believe Shakespeare means this inen 
val to be occupied in desperate efforts on her part to preven 
herself from giving way, as she sees for the first time something 
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of the truth to which she was formerly so blind, and which will 
destroy her in the end. 

It should be observed that at the close of the Banquet scene, 
where she has gone through much less, she is evidently exhausted. 

Shakespeare, of course, knew whether he meant the faint to be 
real: but I am not aware if an actor of the part could show the 
audience whether it was real or pretended. If he could, he would 
doubtless receive instructions from the author. 


Note EB 


DURATION OF THE ACTION IN MACBETH. MACBETH’S 
AGE. ‘HE HAS NO CHILDREN.’ 


1. The duration of the action cannot well be more than a few 
months. On the day following the murder of Duncan his sons fly 
d Macbeth goes to Scone to be invested (11. iv.). Between this 
Scene and Act m. an interval must be supposed, sufficient for news 
to arrive of Malcolm being in England and Donalbain in Ireland, 
and for Banquo to have shown himself a good counsellor. But the 
Interval is evidently not long: e.g. Banquo’s first words are ‘Thou 
thee itnow’ (m, i, 1). Banquo is murdered on the day when he speaks 
d ese words. Macbeth’s visit to the Witches takes place the next 
fir y (m. iv. 132). At the end of this visit (rv. i.) he hears of Macduft’s 
it to England, and determines to have Macdufi’s wife and 
children slaughtered without delay; and this is the subject of the 
this Scene (1v, ii). No great interval, then, can be supposed between 
h S scene and the next, where Macduff, arrived at the English court, 
"Gy g, What has happened at his castle. At the end of the scene 
(v. iii. 237) Malcolm says that ‘Macbeth is ripe for shaking, and the 
Powers above put on their instruments’: and the events of Act v. 
evidently follow with little delay, and occupy but a short time. 
Glinshed’s Macbeth appears to have reigned seventeen years: 
akespeare’s may perhaps be allowed as many weeks. 
wish naturally, Shakespeare creates some difficulties through 
pla: ing to produce different impressions in different parts of the 
sibie ic main effect is that of fiery speed, and it would be impos- 
nu © to imagine the torment of Macbeth’s mind lasting through a 
inber of years, even if Shakespeare had been willing to allow 
O; years of outward success. Hence the brevity of the action. 
n the other hand time is wanted for the degeneration of his 
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character hinted at in rv. iii. 57 f., for the development of his 
tyranny, for his attempts to entrap Malcolm (ib. 117 f.), and perhaps 
for the deepening of his feeling that his life had passed into the sere 
and yellow leaf. Shakespeare, as we have seen, scarcely provides 
time for all this, but at certain points he produces an impression 
that a longer time has elapsed than he has provided for, and he 
puts most of the indications of this longer time into a scene (Iv. iii.) 
which by its quietness contrasts strongly with almost all the rest © 
the play. 

2. There is no unmistakable indication of the ages of the two 
principal characters; but the question, though of no great import- 
ance, has an interest. I believe most readers imagine Macbeth as 
a man between forty and fifty, and his wife as younger but not 
young. In many cases this impression is doubtless due to the custom 
of the theatre (which, if it can be shown to go back far, should have 
much weight), but it is shared by readers who have never seen the x 
play performed, and is then presumably due to a number of slight 
influences probably incapable of complete analysis. Such readers 
would say, * The hero and heroine do not speak like young people, 
nor like old ones’; but, though I think this is so, it can hardly be 
demonstrated. Perhaps however the following small indications, 
mostly of a different kind, tend to the same result. d > 

(1) There is no positive sign of youth. (2) A young man would 
not be likely to lead the army. (3) Macbeth is ‘cousin’ to an ol s 
man. (4) Macbeth calls Malcolm ‘young’, and speaks of him é 
scornfully as ‘the boy Malcolm’. He is probably therefore consider- 
ably his senior. But Malcolm is evidently not really a boy (see 1. iy 
3 f. as well as the later Acts). (5) One gets the impression (possibly 
without reason) that Macbeth and Banquo are of about the same 
age; and Banquo’s son, the boy Fleance, is evidently not a mon E 
child. (On the other hand the children of Macduff, who is clearly 
a good deal older than Malcolm, are all young; and I do not thin 
there is any sign that Macbeth is older than Macduff). (6) When 
Lady Macbeth, in the banquet scene, says, 


X 


Sit, worthy friends: my lord is often thus, 
And hath been from his youth, 


we naturally imagine him some way removed from his youth. 
(7) Lady Macbeth saw a resemblance to her father in the aged king- 
(8) Macbeth says, 


1 So in Holinshed, as well as in the play, where however ‘cousin’ need 
not have its specific meaning. i 
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I have lived long enough: my way’ of life 

Is fall’n into the sere, the yellow leaf: 

And that which should accompany old age, 
As honour, love, obedience, troops of friends, 
I may not look to have. 


It is, surely, of the old age of the soul that he speaks in the second 
line, but still the lines would hardly be spoken under any circum- 
stances by a man less than middle-aged. 

On the other hand I suppose no one ever imagined Macbeth, or 
on consideration could imagine him, as more than middle-aged 
when the action begins. And in addition the reader may observe, 
if he finds it necessary, that Macbeth looks forward to having 
children (I. vii. 72), and that his terms of endearment (‘ dearest 
love’, ‘dearest chuck’) and his language in public (‘sweet remem- 

Tancer’) do not suggest that his wife and he are old; they even 
Suggest that she at least is scarcely middle-aged. But this discus- 
Sion tends to grow ludicrous. 

For Shakespeare’s audience these mysteries were revealed by a 
glance at the actors, like the fact that Duncan was an old man, 
which the text, I think, does not disclose till v. i. 44. 

Whether Macbeth had children or (as seems usually to be 
Supposed) had none, is quite immaterial. But it is material that, if 
e had none, he looked forward to having one; for otherwise 
there would be no point in the following words in his soliloquy 
about Banquo (m. i. 58 f.): 


Then prophet-like 
They hail’d him father to a line of kings: 
Upon my head they placed a fruitless crown, 
And put a barren sceptre in my gripe, 
Thence to be wrench’d with an unlineal hand, 
No son of mine succeeding. If’t be so, 
For Banquo’s issue have I filed my mind. 


And he is determined that it shall not ‘be so’: 


Rather than so, come, fate, into the list 
And champion me to the utterance! 


Obviously he contemplates a son of his succeeding, if only he can 
8et rid of Banquo and Fleance, What he fears is that Banquo 


t“ May’, Johnson conjectured, without necessity. 
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kill him; in which case, supposing he has a son, that son will not 
be allowed to succeed him, and, supposing he has none, he will be — 
unable to beget one. p 

I hope this is clear; and nothing else matters. Lady Macbeth’s 
child (1. vii. 54) may be alive or may be dead. It may even be, or 
have been, her child by a former husband; though if Shakespeare — 
had followed history in making Macbeth marry a widow (as some 
writers gravely assume) he would probably have told us so. It may 
be that Macbeth had many children or that he had none. We — 
cannot say, and it does not concern the play. But the interpretation. — 
of a statement on which some critics build, ‘He has no children, 
has an interest of another kind, and I proceed to consider it. w 

These words occur at IV. iii. 216. Malcolm and Macduff are talking 
at the English Court, and Ross, arriving from Scotland, brings news 
to Macduff of Macbeth’s revenge on him. It is necessary to quote — 
a good many lines: E; 


Ross. Your castle is surprised ; your wife and babes 
Savagely slaughter’d: to relate the manner, 
Were, on the quarry of these murder’d deer, 5 
To add the death of you. g- 

Mal. Merciful heaven! Í 
What, man! ne’er pull your hat upon your brows; 
Give sorrow words: the grief that does not speak 
Whispers the o’er-fraught heart and bids it break. 

Macd. My children too? 


Ross. Wife, children, servants, all 
That could be found. 
Macd. And I must be from thence! 
My wife kill’d too? 
Ross I have said. 
Mal. Be comforted: a 
a Let’s make us medicines of our great revenge, , 


To cure this deadly grief. 
Macd. He has no children. All my pretty ones? 
Did you say all? O hell-kite! All? 
What, all my pretty chickens and their dam 
At one fell swoop? : ¥ 
Mal. Dispute it like a man. 
Macd. I shali do so; 
But I must also feel it as a man: } 7 
I cannot but remember such things were, aK 
That were most precious to me.— roy 
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Three interpretations have been offered of the words ‘ He has no 
children,’ 


(a) They refer to Malcolm, who, if he had children of his own, 
would not at such a moment suggest revenge, or talk of curing such 
a grief. Cf. King John, m. iv.91, where Pandulph says to Constance, 


You hold too heinous a respect of grief, 
and Constance answers, 
He talks to me that never had a son. 


(6) They refer to Macbeth, who has no children, and on whom 
therefore Macduff cannot take an adequate revenge. 

(c) They refer to Macbeth, who, if he himself had children, could 
Never have ordered the slaughter of children. Cf. 3 Henry VI v. 
v. 63, where Margaret says to the murderers of Prince Edward, 


You have no children, butchers! if you had, 
The thought of them would have stirred up remorse. 


_ I cannot think interpretation (b) the most natural. The whole 
idea of the passage is that Macduff must feel grief first and before 
e can feel anything else, e.g. the desire for vengeance. As he says 
directly after, he cannot at once ‘ dispute’ it like a man, but must 
feel” it as a man; and it is not till ten lines later that he is able — 
to pass to the thought of revenge. Macduff is not the man to con- 
ceive at any time the idea of killing children in retaliation; and that 
Re contemplates it here, even as a suggestion, I find it hard to 
ve, 
For the same main reason interpretation (a) seems to me far 
More probable than (c). What could be more consonant with 
e natural course of the thought, as developed in the lines which 
follow, than that Macduff, being told to think of revenge, not grief, 
should answer, ‘No one who was himself a father would ask that 
of me in the very first moment of loss’? But the thought supposed 
Y interpretation (c) has not this natural connection. _. it 
t has been objected to interpretation (a) that, according oe > 
acduff would naturally say ‘ You have no children’, not * He has 
no children’, But what Macduff does is precisely what cons 
does in the line quoted from King John, And it should be no! S 
that, all through the passage down to this point, and indee a to 
teen lines which precede our quotation, Macduff listens only 
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Ross. His questions ‘My children too?’ ‘My wife killed ioe 
show that he cannot fully realise what he is told. When Ma ada 
interrupts, therefore, he puts aside his suggestion with four wena 
spoken to himself, or (less probably) to Ross (his relative, on 
knew his wife and children), and continues his agonised aus a 
and exclamations. Surely it is not likely tha®$t that mome sci 
idea of (c), an idea which there is nothing to suggest, woul 
to him. that he. 

In favour of (c) as against (a) I see no argument except his fact 
words of Macduff almost repeat those of Margaret; and oa ata 
does not seem to me to have much weight. It shows ony tha i 
Shakespeare might easily use the words in the sense ofi (oa a 
sense were suitable to the occasion. Itis not unlikely, again, 2a 
that the words came to him here because he had used then ene 
years before;? but it does not follow that he knew he was repe pie 
them; or that, if he did, he remembered the sense they ha them 
viously borne; or that, if he did remember it, he might not use Me™ 
now in another sense. 

1 As this point occurs here, I may observe that Shakespeare 
tragedies contain many such reminiscences of the tragic plays of his 
days. For instance, cf. Titus Andronicus, 1. i. 150 f. : 


are’s later 
young 


In peace and honour rest you here, my sons, 
+ = * * * * 
Secure from worldly chances and mishaps! 
Here lurks no treason, here no envy swells, 
Here grow no damned drugs: here are no storms, 
No noise, but silence and eternal sleep, 


with Macbeth, m. ii. 22 f.: ? 
Duncan is in his grave; 
7 After life’s fitful fever he sleeps well; X 
Treason has done his worst: nor steel, nor poison, 
Malice domestic, foreign levy, nothing, 
Can touch him further. 


“I am in blood stepp’d in so far,’ etc. 


(it makes. no difference whether Shakespeare was author or revise! 
Titus and Henry VI). 


Note FF 


THE GHOST OF BANQUO 


I do not think the suggestions that the Ghost on its first appear- 
ance is Banquo’s, and on its second Duncan’s, or vice versa, are 
Worth discussion. But the question whether Shakespeare meant 
the Ghost to be real or a mere hallucination, has some interest, 
and I have not seen it fully examined. 

The following reasons may be given for the hallucination view: 
i (1) We remember that Macbeth has already seen one hallucina- 
Ne that of the dagger; and if we failed to remember it Lady 

acbeth would remind us of it here: 


This is the very painting of your fear; ; 
This is the air-drawn dagger which, you said, 
Led you to Duncan. 


(2) The Ghost by Macbeth’s imagination : 

for his S seems to be created by da gn 
: now they rise again 

With twenty mortal murders on their crowns, 


Ea it, and they echo what the murderer had said to him a little 


k Safe in a ditch he bides 
With twenty trenched gashes on his head. 


EO It vanishes the second time on his making a violent effort and 
Serting its unreality : a 
\ Hence, horrible shadow! 
Unreal mockery, hence! a 
Thi 


follo $ Ot quite so the first time, but then too its disappearance 


ows on his defying it: 
Why what care I? if thou canst nod, speak too. 
So 2 s i 9 
tei i xclaims, ‘ There’s 
No such thingy” the dagger vanishes when he e: 
425 
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as an illusion: 
My strange and self-abuse 
Is the initiate fear that wants hard use. 


appearance, and like the Ghost in Julius Caesar. 

(6) It is visible only to Macbeth. 

I should attach no weight to (6) taken alone (see p. 111). Of G 
it may be remarked that Brutus himself seems to attribute the 
vanishing of Caesar’s Ghost to his taking courage: ‘now I havé 
taken heart thou vanishest:’ yet he certainly holds it to be real. 
may also be remarked on (5) that Caesar’s Ghost says nothing tha r 
Brutus’ own forebodings might not have conjured up. And furthe 
it may be asked why, if the Ghost of Banquo was meant for an 
illusion, it was represented on the stage, as the stage-directions ane 
Forman’s account show it to have been. D. 

On the whole, and with some doubt, I think that Shakespeare 
(1) meant the judicious to take the Ghost for an hallucination, bu 
(2) knew that the bulk of the audience would take it for a reality: 
And I am more sure of (2) than of (1). 4 
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Macmillan 


From Peter Alexander's tribute to A. C. Bradley: 
Critics who have Influenced Taste—XV 
Reprinted by permission of'The Times' 


“Even in Bradley's own day there were dissenting voices; but 
the very ambiguity in Bradley's position extended his appeal. 
He regarded the tragic characters as embodiments of the 
qualities that will always command the respect and admiration 
of men, yet at the same time he seemed to find a.formula that 
justified the scheme of things and absolved the cosmos from 
the charges that Huxley and others were bringing against it. 
In addition to the careful, learned and sympathetic analysis he 
gave to every author he discussed, there was the additional 
attraction, for those generations that were disturbed by the 
implications of biblical and scientific criticism, of finding in 
Bradley what seemed, in Arnold's words, a stay in an age of 
religious doubts and questionings.” 


A. C. Bradley was born in 1851 and educated at Cheltenham 
College and Balliol College, Oxford. His last post was as 


Professor of Poetry in the University of Oxford and he died in 
1935. 
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